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CHAPTER I 
INTRODUCTION 
Johannes Brahms’s revision of the B Major Piano Trio, Op. 8, hereafter referred 
to as the Piano Trio, presents a unique analytical opportunity. By allowing two versions 
to coexist, Brahms not only gave the public access to his only published revision, but also 
provided a means for comparing his early and late compositional style under the context 
of a single work. Filled with multiple interrelated themes and unpredictable transitions, 
the first movement of the original version (1854) stands as a strong representative of 
Brahms’s rebellion against the standard tendencies of sonata form. Through the 
preservation of the initial theme, the first movement of the revised version (1891) 
maintains the youthful spirit of the original version and at the same time exhibits 
characteristics of Brahms’s later compositional style.  
Prior analyses, which will be further discussed in the following chapter, spend 
more time illustrating the distinguishing features that separate the versions, and less 
looking at what structural features may be common aside from the shared themes. For 
instance, Fabio Gardenal de Silva and Donald Trismen focus their attention on the 
stylistic differences between the two versions.
1
 Christopher Thompson compares the 
sonata-form proportions between the two versions and shows how Brahms did not restrict 
his musical ideas to the boundaries in the traditional, prescribed sonata form.
2
 Though 
                                                 
1
 Fabio Gardenal de Silva, “Brahms’ Piano Trio Op. 8, in B Major: A Comparison between the 
Early (1854) and Late (1891) Versions” (Ph.D. diss., New York University, 1993); Donald Trismen, “A 
Comparative Analysis of the Original and Revised Versions of the Trio in B Major, Opus 8, of Brahms” 
(M.M. Thesis, University of Rochester, 1952). 
2
 Christopher Thompson, “Brahms and the Problematizing of Traditional Sonata Form” (Ph.D. 
diss., University of Wisconsion, 1996), 165. 
 2 
each of these analyses provides significant information about the Piano Trio, the 
discussion of shared features remains open as an available avenue of analysis.  
 In an effort to understand the role of organicism within music, both Heinrich 
Schenker and Arnold Schoenberg devised analytical methods that moved beyond the 
local observations of traditional forms of analysis. While these methodologies focus on 
the organicism in individual compositions, it is possible to apply either (or both) of these 
analytical processes to illustrate the similarities between the two versions of the Piano 
Trio. This thesis will be restricted to a single methodology—Schoenberg’s Grundgestalt 
methodology.  
Schoenberg suggests that the same basic shape, or Grundgestalt, contributes to 
the overall unity in a composition. By applying the same Grundgestalt to each version of 
the Piano Trio, I will illustrate the commonalities shared between each of the first 
movements. Following the overall principles laid out by Schoenberg and the 
methodology set forth by Brent Auerbach in his dissertation, “The Analytical 
Grundgestalt,”
3
 I will focus on how the Grundgestalt contributes to the global organicism 
of each version, as well as how it functions on more local levels. Extending the analytical 
tools in Grundgestalt theory, I will transform the capabilities of Auerbach’s musical 
narrative to address the comparative nature of this analysis. Termed the comparative 
musical narrative, this apparatus will be instrumental in illustrating the structural 
similarities and differences of the two versions. 
This thesis is divided into three main sections. The first section presents the 
background literature concerning historical and analytical aspects of the Piano Trio, as 
                                                 
3
 Brent Auerbach, “The Analytical Grundgestalt: A New Model and Methodology Based on the 
Music of Johannes Brahms” (Ph.D. diss., University of Rochester, 2005).   
 3 
well as the literature concerning the recent developments of Schoenberg’s Grundgestalt 
methodology. The second section examines Auerbach’s methodology and presents the 
reasoning for choosing it. The final section focuses on the individual analysis of each 
version and concludes with a comparison of the two versions. 
 4 
CHAPTER II 
SURVEY OF THE LITERATURE 
Numerous sources provide information relevant to this project. Many historical 
descriptions focus on the events surrounding the composition of each version of the Piano 
Trio, some of which also include musical criticisms. Other historical studies center on 
Brahms’s use of allusions in the Piano Trio. In addition, multiple analytical discussions 
illustrate prior observations about the Piano Trio. Finally, the research regarding the 
definition and development of Grundgestalt theory provides the necessary background 
information to understanding Brent Auerbach’s analytical Grundgestalt methodology, the 
analytical methodology used in this thesis.   
 
Background 
History and Criticism of the Original and Revised Versions 
 Schumann’s proclamation of Brahms as the chosen one left him with great 
discomfort.
4
 For this reason, Brahms departed Hamburg and moved to Hanover in 
January, 1854. This new location extracted him from the publicity of Hamburg and 
supplied him with more privacy for composing. During this time, he completed several 
new works, including the Piano Trio. Published by Breitkopf & Härtel in 1854, the Piano 
Trio stands as Brahms’s first published chamber work.  
According to Adolf Schubring, the Piano Trio “belongs half to the transition 
period represented by opp.7-10 and half to the earlier Sturm and Drang period.”
5
 This 
                                                 
4
 Robert Schumann, “Neue Bahnen,” Neue Zeitschrift fur Musik, no. 2 (1853): 185-186; trans. and 
quoted in Michael Musgrave, A Brahms Reader (New Haven: Yale University Press, 2000), 65-66. 
5
 Adolf Schubring, “Five Early Works by Brahms,” in Brahms and His World, trans. and ed. 
Walter Frisch (Princeton: Princeton University Press, 1900), 116.  
 5 
style period represents the rebellious young Brahms, whose compositions illustrate “a 
richness of fantasy, an overabundance of feeling, and an extreme romanticism.”
6
 
Impressed by the “youthful freshness and tenderness of conception, its soft and sensual 
tonality, and its rich variety of moods,”
7
 Karl Geiringer comments that the Piano Trio 
expresses a tremendous amount of beauty, even in comparison to Brahms’s later 
compositions. The problem, however, is that Brahms “could not contain himself. To 
begin with, the enormous first movement, with its five separated themes, which 
comprises almost five hundred bars, has interpolated, in the recapitulation, a sort of 
secondary development in the form of a Fugato.”
 8
 Similar adventurous characteristics 
pervade the final three movements.  
In 1888, Fritz Simrock acquired the rights to several of Brahms’s early works 
from Breitkopf & Härtel. During this process, Simrock offered Brahms the opportunity to 
make revisions. Brahms accepted this opportunity and started revisions of the B Major 
Piano Trio during the summer of 1889. Brahms set a personal precedent in his decision to 
revise a published composition. Throughout his lifetime, he worked very carefully to 
destroy all preliminary sketches and drafts of his compositions. This concealment left a 
challenge for those interested in tracing his compositional process.
9
 The revised version 
of the B Major Piano Trio remains as the only complete example of Brahms’s reworking 
of a composition.  
                                                 
6
 Gardenal de Silva, “Brahms’ Piano Trio Op. 8, in B Major,” 28.  
7
 Karl Geiringer, Brahms: His Life and Work (New York: Oxford University Press, 1947), 225. 
8
 Ibid. 
9
 Margaret Notley, “Trio No. 1 for Piano, Violin, and Cello in B Major, Opus 8,” in The Compleat 
Brahms: A Guide to the Musical Works of Johannes Brahms, ed. Leon Botstein (New York: W.W. Norton 
& Co., 1999), 104. 
 6 
Nicholas Cook discusses the potential reasoning behind Brahms’s decision to 
revise the Piano Trio: “It requires a conjunction of two apparently contradictory 
conditions: first that the older composer has enough sympathy with his or her younger 
self to want to rewrite the piece, and second that he or she at the same time sees enough 
wrong with it to warrant the rewriting.”
10
 He considers Brahms’s rewriting of the original 
version as an “act of self-criticism.”
11
 It is this through this path of self-criticism that 
Cook investigates the aesthetic and structural issues presented in the revised version. 
Cook further suggests that the revision is actually not a revision at all; rather, he regards 
it as a re-composition process that uses the first sixty-two measures as a starting point.   
In March 1890, in his typically understated fashion, Brahms proclaimed to his 
longtime friend, Julius Otto Grimm that he “did not provide the trio with a wig, but just 
combed and arranged its hair a little.”
12
 The sincerity of this statement remains 
questionable due to the large amount of revisions in three of the four movements. On the 
one hand, Michael Musgrave defends Brahms’s statement, claiming that “the guiding 
principle of the major revisions … is to give a greater sense of direction to the broadly 
conceived structures, bearing in mind that they retain their essential characters through 
the continued function of the expansive first subjects.”
13
 Alternatively, David Brodbeck 
suggests that though Brahms retained the first themes of each of the four movements, he 
in fact, rewrote the entire piece by making “extensive cuts, replacing such useful excesses 
                                                 
10
 Nicholas Cook, “Performing Rewriting and Rewriting Performance: The First Movement of 
Brahms’s Piano Trio, Op. 8,” Tijdschrift voor Musiektheorie 4, No. 3 (1999): 227. 
11
 Ibid. 
12
 Quoted in Brodbeck, “Medium and Meaning: New Aspects of the Chamber Music,” in The 
Cambridge Companion to Brahms, ed. Michael Musgrave, 98-132 (New York: Cambridge University 
Press, 1999), 122. 
13
 Michael Musgrave, The Music of Brahms (New York: Oxford University Press, 1985), 196. 
 7 
as the massive secondary group of the first movement with tighter, more disciplined 
paragraphs that reflect the sensibilities of the mature composer.”
14
  
Cook presents an interesting discussion regarding the complexity of the 
recapitulation in the first movement. The recapitulation of the original version’s first 
movement occurs in a very conventional and direct manner, with a strong dominant chord 
leading into a literal restatement of the initial theme. The recapitulation of the revised 
version is much more obscure due to the fact that the initial theme neglects to make a 
complete reappearance. Rather, Brahms leads into the recapitulation from the relative 
minor and presents the thematic material in a developed form, quite characteristic of his 
mature style.    
 You could say that the 1854 movement is based on the metaphor of music being 
a kind of virtual object, something with an implied spatial extension; the first 
tonal section is repeated in the same sense as an architectural element (a portico, 
say) might be repeated. But in 1889 the act of reference is conceived 
psychologically rather than spatially: the objective resemblance of the two 
passages is, so to speak, mediated by experience. If we were prepared to 
countenance the terminological inflation, we might refer to this as not a repetition 
but rather a resignification.
15
  
 
Brahms made no attempt to retract the original version when he sent the revised 
version to Simrock; rather, he suggested that the two versions stand together. Published 
in 1891, the revised version gained popularity beyond the original version, and eventually 
became known as the standard version of the Piano Trio. 
 
Allusions 
Discussions concerning Brahms’s use of allusions permeate the literature, and 
similarly apply to discussions of the Piano Trio. They suggest that Brahms borrowed 
                                                 
14
 Quoted in Brodbeck, “Medium and Meaning,” 122. 
15
 Cook, “Performing Rewriting and Rewriting Performance,” 228.   
 8 
ideas from Bach, Beethoven, Schubert, Liszt, and Schumann and included them within 
the Piano Trio.  
Michael Musgrave discusses how Brahms’s approach to the form of the first 
movement of the original version reflects Schumann, “especially in the tireless use of 
sequence in development, with his own desire to include as much contrast and to 
integrate by contrapuntal device and thematic combination to a much more ingenious 
degree.”
16
 In discussing the fugal secondary theme, Musgrave suggests that Brahms 
borrows the idea for his fugue subject from Bach’s Fugue in A-flat minor for Organ.
17
 
Musgrave also depicts an additional Schumannesque quality in his description of the final 
secondary theme. Illustrated in Example 1, this theme consists of a continuous string of 
melodic voice-overlap, a compositional technique often used by Schumann.
18
 
 In a more poetic sense, Antonio Baldassarre describes the Piano Trio as a 
“striking musical example” of an instance in which Brahms alludes to his own artistic 
identity.
19
 The justification for this description stems not only from the fact that Brahms 
 
Example 1: Final Secondary Theme of the Original Version, mm. 137-144 
 
 
 
 
 
                                                 
16
 Musgrave, The Music of Brahms, 197. 
17
 Ibid.  
18
 Ibid. 
19
 Antonio Baldassarre, “Johannes Brahms and Johannes Kreisler: Creativity and Aesthetics of the 
Young Brahms Illustrated by the Piano Trio in B-Major Opus 8,” Acta Musicologica 72, no. 2 (2000): 147.  
 9 
composed the Piano Trio during the time that he often alluded to his alter ego, Johannes 
Kreisler, but also from observations in the actual music.
20
  
Baldassarre illustrates how the aesthetics of the original version of the Piano Trio 
provide both an understanding and explanation of Brahms’s relationship to Kreisler. In 
particular, he focuses on explaining the secondary subjects of the first movement, which 
are where “the Kreisler allusions are accentuated musically, given that they are all 
eliminated in the late version (when Brahms had dissociated himself from all explicit 
self-styling) and are replaced with new ones.”
21
 Through a process of what Baldassarre 
terms “contrapuntal working,”
22
 Brahms readapts the melodic material from the initial 
theme to create secondary themes. Baldassarre attributes this borrowing and reworking of 
prior material to the Kreisler persona. 
 He states that the most-criticized areas in the first movement occur in moments 
characteristic of the musical aestheticism and poetics of Kreisler’s creative 
process, that is “bizarre eccentricity” and the bias of musical expression towards 
“passion” as well as “disunity” in character and form, and whose correlates are 
“flabby counterpoint” and “over-weighted polyphony” regarding the 
compositional technique.
23
 
 
Baldassarre also discusses the folk character representations in the Piano Trio, 
citing the main theme of the first movement as a prime example.  
The periodically formed song-like theme with its energetic emphasis and the 
almost banal accompanying middle voice with its parallel sixth consciously 
conjure up the character of artificial folk song, although without slipping into the 
                                                 
20
 Brahms’s adoption of this pseudonym represents his personal relationship to E.T.A. Hoffman’s 
literary character, Kreisler, a young, unpredictable, and socially uncomfortable composer. Brahms shared 
the same fear of public reception as well as a love of musical trickery with the Kreisler persona. On a large 
scale, this strong association “demonstrates Brahms’s self-perception as an artist related in feeling to the 
literary artist-characters of German Romanticism.” Baldassarre, “Johannes Brahms and Johannes Kreisler, 
145. 
21
 Ibid., 152.   
22
 Ibid., 160. 
23
 Ibid., 162.  
 10 
trivial, which Brahms counteracts most effectively by the rhythmic disparity of 
bass and melody voices.
24
 
 
Both Baldassarre and Musgrave’s discussions provide useful insights into the complexity 
of Brahms’s compositional personality. It is possible to consider Brahms’s use of 
allusions in the Piano Trio as an illustration of his desire to pay homage to his 
predecessors and homeland, as well as his fiery Kreisler alter ego.  
   
 
Prior Analytical Studies 
 
 Analytical discussions of the Piano Trio vary significantly in approach and scope. 
Christopher Thompson discusses the challenges presented in the form of the first 
movement in the original and revised versions. Fabio Gardenal de Silva and Donald 
Trismen provide comparisons of the two versions, each using independent methods to 
focus on how Brahms’s style changed in the thirty-seven years between the publication of 
the original and revised versions. These analyses illustrate the significant differences 
between the two versions of the Piano Trio. 
 
Thompson and Sonata Form 
Christopher Thompson, in his dissertation “Brahms and the Problematizing of 
Traditional Sonata Form,” compares and discusses the various commentaries concerning 
the form of Movement I.
25
 Discussing observations made by James Webster, Edwin 
Evans, Donald Francis Tovey, and Adolf Schubring, Thompson reveals the 
inconsistencies and problems concerning the interpretations of the form of the first 
movement.  
                                                 
24
 Baldassarre, “Johannes Brahms and Johannes Kreisler,” 152.  
25
 Thompson, “Brahms and the Problematizing of Traditional Sonata Form.”    
 11 
He begins his discussion by comparing the proportions of the original first 
movement, in terms of measure numbers, against a selected number of Brahms’s first 
movements in his later style, including the revised first movement. This comparison 
shows that the original first movement (exposition 33%, development 26%, and 
recapitulation/coda 41%) maintains proportions similar to the first movements of his later 
sonata-forms (exposition 33.7%, development 24.3%, and recapitulation/coda 42%). 
Thompson suggests that, because of this similarity of proportions, “despite its early 
date… [the original version] conforms quite closely to [the] average proportions that 
Webster believes to be characteristic only of Brahms’s later sonata-form first 
movements.”
26
  
Despite the fact that the proportions of the original version maintain similarities 
with Brahms’s later sonata forms, Thompson clarifies that Brahms only adhered to these 
proportions in number, not function. Brahms does this by complicating the traditional 
functions of the exposition, development, and recapitulation by reworking thematic 
material in non-traditional areas.
27
 For example, while still in the exposition, Brahms 
takes the initial theme of measures 1-4, shown in Example 2, and begins developing its 
melodic and rhythmic structures in measures 21-24, shown in Example 3. This adds 
tension to the exposition, and thus increases the difficulty of adding tension to the 
development. 
 
 
 
                                                 
26
 Thompson, “Brahms and the Problematizing of Traditional Sonata Form,” 161.  
27
 Schubring, “Five Early Works by Brahms,” 104-106. 
 12 
Example 2: Initial Theme, mm. 1-4 
 
 
 
 
 
Example 3: Melodic and Rhythmic Development of Initial Theme, mm. 21-24 
 
 
 
 
 
 
 
The necessary buildup of tension that normally occurs in the development is taken 
over by the exposition. As a result, the exposition assumes the function of a traditional 
development. The development becomes even more developmental. For Schubring, at 
least, this constant state of development is in excess even though the thematic work 
(imitation, double counterpoint, etc.) in the central portion of this movement is actually in 
full agreement with the developmental procedures.
28
 
A further issue for Thompson is that Brahms does not allow the boundaries in 
sonata form to guide the function of the exposition, development and recapitulation. 
                                                 
28
 Thompson, “Brahms and the Problematizing of Traditional Sonata Form,” 163. 
 13 
Rather, Brahms adheres to the “form-follows-function”
29
 principle and delays the climax 
of tension until the recapitulation. This delayed-climax approach falls in line with 
Webster’s description of the “19
th
-century tendency to displace towards the end the 
weight of every form.”
30
 
Thompson then focuses on the flaws in interpretations of the revised version by 
Evans and Webster. Thompson compares Evans’s and Webster’s explanations regarding 
the placement of the recapitulation, and concludes that  
Brahms transforms the central aesthetic event of the entire movement from a 
simple restatement of an earlier event into a highly complex reinterpretation of 
that event. In thus subverting the usual clarity of this structurally vital juncture, 
Brahms seems to shatter the very foundation on which sonata form is built.
31
 
 
Thompson suggests that Tovey was the first to compare both versions of the trio in an 
essay on Brahms’s chamber music.
32
 Tovey focuses his discussion “on the relation of the 
extended lyrical opening—admittedly ‘a problem in sonata style’—to the structure of the 
remainder of the movement.”
33
  Tovey offers two explanations for the breadth of this 
opening in sonata style: “Either this melody must be a normal item in a scheme that is 
breaking away from sonata style, or it must be an exceptionally big item in a normal 
sonata scheme.”
34
 Thompson considers both of these possibilities and illustrates the 
fallacies in each explanation.  
                                                 
29
 Thompson, “Brahms and the Problematizing of Traditional Sonata Form,” 165. 
30
 James Webster, “Sonata Form,” The New Grove Dictionary of Music and Musicians 17, ed. 
Stanley Sadie (London, 1980), 504; quoted in Thompson, “Brahms and the Problematizing of Traditional 
Sonata Form,” 165. 
31
 Thompson, “Brahms and the Problematizing of Traditional Sonata Form,” 180. 
32
 Donald Francis Tovey, “Brahms’s Chamber Music,” in The Main Stream of Music and Other 
Essays. (London, 1949): 220-270; quoted in Christopher Thompson, “Brahms and the Problematizing of 
Traditional Sonata Form,” 180. 
33
 Thompson, “Brahms and the Problematizing of Traditional Sonata Form,” 181. 
34
 Tovey, “Brahms’s Chamber Music,” 223, 226; quoted in Thompson, “Brahms and the 
Problematizing of Traditional Sonata Form,” 281.  
 14 
 Thompson clarifies the shortfalls created by the previously-mentioned analyses. 
He claims the two versions create an  
analytical paradox. On the one hand, the complexity of “thematic work” noted by 
Schubring in 1854 causes him to overlook its simplicity as a relatively 
straightforward sonata-form movement with characteristically unambiguous 
structural bounds. By contrast, the (outward) simplicity of drastically reduced 
dimensions in the revised movement induces Evans, Webster, and even Tovey to 
slight its complexities in the interests in preserving a schematic sonata-form 
design. As a result, they emphasize Brahms’s alleged conformity to the sonata-
form at the expense of his innovations.
35
 
 
He concludes that in viewing both versions, “a comparatively simple manifestation of 
sonata form in 1854 gives way to a complex reinterpretation of that form in 1891.”
36
 
 
Gardenal de Silva’s Discussion of Traditional and Progressive Tendencies 
Fabio Gardenal de Silva directly confronts the contradictory nature of Brahms’s 
traditional and progressive tendencies.
37
 He states that the original version stands as a 
representative of Brahms’s young compositional style, a style that attempts to “adhere to 
the concept of the cyclical sonata form that had been established by Liszt and his 
circle.”
38
 The later version, returns to the “more traditional concepts of musical form” 
and simultaneously incorporates more progressive ideas of his earlier style.
39
   
Gardenal de Silva’s purpose in his analysis of Piano Trio is to understand the 
transformation in Brahms’s compositional techniques from the time of the original 
version to that of the late version.
40
 Using the analytical methodology set forth by Jan 
LaRue’s Guidelines for Style Analysis, Gardenal de Silva attempts to discover the 
                                                 
35
 Thompson, “Brahms and the Problematizing of Traditional Sonata Form,” 185.  
36
 Ibid. 
37
 Gardenal de Silva, “Brahms’ Piano Trio Op. 8, in B Major,” 1.  
38
 Ibid.  
39
 Ibid. 
40
 Ibid., 1-2.  
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similarities and differences between the two versions. Gardenal de Silva describes 
LaRue’s approach as a comprehensive method of tallying the elements that contribute to 
all aspects of a composition.  
Through the observation of sound, harmony, melody, rhythm, and growth, as well 
as their functions, interrelationships, and contributions to motion and shape within 
three dimensional levels (large, middle, and small), meaningful interpretations of 
the piece analyzed can be implied.
41
  
 
Gardenal de Silva’s discussion supplies a brief description of each theme and 
emphasizes the motivic, harmonic, and rhythmic transformations that occur throughout 
each movement. For example, he illustrates the motivic and rhythmic interrelationships 
shared between each of the four themes in the exposition of the original version’s first 
movement, shown in Example 4. Gardenal de Silva extends this discussion to illustrate 
similar interrelationships shared across the entire piece.  
 
Example 4: Gardenal de Silva’s Thematic Comparison
42
  
 
 
 
 
 
 
 
 
 
                                                 
41
 Gardenal de Silva, “Brahms’ Piano Trio Op. 8, in B Major,” 17. 
42
 Ibid., 53. 
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Example 5: Gardenal de Silva’s Timeline
43
 
 
 
 
 
 
 
 
Using LaRue’s shorthand system, he also provides a timeline that highlights the 
form, thematic transformations, dynamics, tempo changes, and overall harmonic motion 
of each version. Example 5 provides an illustration of how these characteristics appear 
within the exposition’s timeline.  
Through his analysis, Gardenal de Silva concludes that the revised version 
illustrates Brahms’s maturity. He attributes this to “Brahms’s ability to control the 
functions of all the elements in the most cohesive and purposeful way.”
44
 Gardenal de 
Silva also reminds the reader that “one should not disregard the fact that this is only the 
natural result of Brahms’s development as a composer and not necessarily a rejection of 
the early work.”
45
  
 
 
 
 
                                                 
43
 Gardenal de Silva, “Brahms’ Piano Trio Op. 8, in B Major,” 40.  
44
 Ibid. 113.  
45
 Ibid., 111. 
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Trismen and Stylistic Comparison 
Donald Trismen observes the changes that occurred in Brahms’s style from the 
time of the original version to the time of the revised version.
46
 Specifically, he analyzes 
and compares the formal, thematic, harmonic and contrapuntal aspects of each version, 
movement by movement. Trismen clarifies that his analyses do not “emphasize or 
illustrate the unusual procedures which do not constitute an important part of the style of 
either version.”
47
 Rather, they discuss “the devices the composer considers to be 
essentials during his later years, and how they serve to differentiate his technique and 
style from that of his earlier period.”
48
 
Trismen uses thematic material, characteristic of Brahms’s “avoidance of a clear 
cut and definite division between any two adjoining sections,”
49
 to assist in uncovering 
the form throughout the Trio. These comparative analyses provide a worthwhile reference 
in examining the large scale structure of both versions.  
In addressing the harmony, Trismen categorizes and calculates the frequencies of 
all chords and non-harmonic tones in each movement. He then compares the frequencies 
of each version, noting the significant differences, and uses the most noteworthy 
characteristics as starting points for discussion in his text. He includes a discussion of 
Brahms’s characteristic harmonic techniques, including descending third root movement 
and modulation by thirds.  
Taking into account the contrapuntal techniques of the first movement in both 
versions, Trismen’s thesis is notable for investigating the significance of canonic 
                                                 
46
 Trismen, “A Comparative Analysis,” 2. 
47
 Ibid., 4.  
48
 Ibid., 5.  
49
 Ibid., 4. 
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imitation. He also examines the fugato in the recapitulation of the original version. 
Trismen concludes that “Brahms used a greater variety of materials in his later period, 
but confined the way in which he used them to an even stricter discipline than he had 
submitted himself to in his earlier years.”
50
 To Trismen, this proves that Brahms’s “basic 
philosophy” remained unchanged throughout his life.
51
 He attributes an “increase in 
craftsmanship” to the development of Brahms’s later compositional style.
52
  
Additional available studies merit mention in this discussion. Thomas Leonard 
provides an interpretive analysis that prepares pianists for rehearsing and performing the 
Piano Trio.
53
 He includes a useful listing of motives, a form chart, and a complete 
harmonic analysis of the entire piece in his appendices. David Wyner uses a Schenkerian 
analysis to argue “that the second version of the first movement… is better than the first 
version.”
54
 While this is a bold claim, Wyner contributes this superiority to Brahms’s 
mature handling of the structural, harmonic, and rhythmic aspects of the revised version. 
  
Grundgestalt Theory and Its Developments 
 As a preface to the methodology for the analysis of the Piano Trio, this section 
provides an exposition of Arnold Schoenberg’s Grundgestalt theory and its most 
significant developments. Schoenberg introduced the Grundgestalt concept as early as 
1919. Throughout his lifetime, he completed several Grundgestalt analyses, but neglected 
to establish a specific analytical methodology. In the early 1950s, two scholars, Josef 
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Rufer, a student of Schoenberg, and Rudolph Réti, Schoenberg’s colleague, sought to 
further define and extend the capabilities Grundgestalt analysis. Almost twenty years 
later, David Epstein incorporated Schenkerian concepts within the constructs of 
Grundgestalt theory. Patricia Carpenter introduced the first multiple voice Grundgestalt 
analysis in the late 1980s. In 2005, Brent Auerbach redefined the Grundgestalt and its 
methodology by considering the significance of all musical elements within a 
Grundgestalt analysis. This latest methodology will serve as the analytical tool for the 
analysis of Brahms’s Piano Trio.  
 
Arnold Schoenberg 
Arnold Schoenberg introduced the Grundgestalt concept as a part of his theory of 
the Musikalische Gedanke, or Musical Idea. While the Musikalische Gedanke is almost 
wholly abstract, the Grundgestalt appears as a basic shape, which, through repetitions 
and transformations, controls the content of the entire work. Schoenberg considered the 
Grundgestalt as the initial thought of the piece, which in turn, acts as the generator for all 
subsequent musical events.  
Schoenberg moved beyond the limitations of prior types of analysis by extending 
the function of the Grundgestalt to apply to both tonal and non-tonal music, including his 
own twelve-tone compositions. While he never formalized a concrete definition of his 
theories concerning the Musikalische Gedanke and Grundgestalt, Schoenberg left 
important clues for an understanding of these concepts in his writings and analyses.
55
 For 
                                                 
55
 The Grundgestalt, according to Schoenberg, was not the only analytical representation of the 
Musikalische Gedanke; rather, it shared its role with the Developing Variation. Walter Frisch defines the 
Developing Variation in his text, Brahms and the Principle of Developing Variation (Berkeley: University 
of California Press, 1984). 
 20 
example, Schoenberg discusses one of the many facets of the Grundgestalt in his 1931 
article, “Linear Counterpoint”:   
“Whatever happens in a piece of music is nothing but the endless reshaping of a 
basic shape.” Or, in other words, there is nothing in a piece of music but what 
comes from the theme, springs from it, and can be traced back to it; to put it more 
severely, nothing but the theme itself. Or, all the shapes appearing in a piece of 
music are foreseen in the “theme.”
56
  
 
Brent Auerbach, in his dissertation “The Analytical Grundgestalt,” further identifies four 
common characteristics that are present in Schoenberg’s Grundgestalten: 
 1. They are of modest length (coincident with his conception of the phrase). 
 2. They manifest primarily as melodic phenomena (though exceptions do occur). 
 3. They occur at the beginnings of musical works. 
 4. Their transformability and varied repetition determine the paths of pieces.
57
  
Auerbach’s research shows that Schoenberg often neglected to consider additional 
important aspects, such as rhythm, harmony, and texture, in his discussions of 
Grundgestalt. It also is important to note that while Schoenberg conceived of the 
Grundgestalt as a multivalent concept, he rarely applied it to his analyses. Recognizing 
the need for refinement in Grundgestalt theory, several scholars extended the theory to 
explicitly address these additional musical elements. 
 
Josef Rufer 
Josef Rufer expands Schoenberg’s ideas in several ways.
58
 Most significantly, he 
provides the first complete Grundgestalt analysis of an entire piece in his analysis of 
                                                 
56
 Arnold Schoenberg, Style and Idea: Selected Writings of Arnold Schoenberg (Berkeley: 
University of California Press, 1985), 290.  
57
 Auerbach, “The Analytical Grundgestalt,” 48. 
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Beethoven’s Piano Sonata in c minor, Op. 10, No. 1. This is an intention that never came 
to fruition in Schoenberg’s Grundgestalt analyses.   
He also illustrates how the “interlocking of the motifs with one another and with 
their repetitions can no longer be regarded as the sum of the separate parts, but as an 
independent organic structure.”
59
 This interlocking set a precedent by creating the first 
example of a local organicism in Grundgestalt analysis.   
 
Rudolph Réti 
Rudolph Réti extends Schoenberg’s theory by producing an accessible apparatus 
to facilitate the discussion of thematic and motivic connections, as well as how these 
connections contribute to the entirety of a piece. Réti created an inventory of all possible 
motivic operations, termed “Various Categories of Transformation.”
 60
 These include:  
1. Inversion 
2. Reversion (retrograde)  
3. Interversion (pitch scrambling)  
4. Change of Tempo, Rhythm, Accent 
 5. Thinning, Filling of Thematic Shapes 
6. Cutting of Thematic Parts 
7. Thematic Compression 
8. Change of Accidentals 
9. Change of Harmony
61
 
 
Though Réti neglects to reference Schoenberg’s Grundgestalt in his analyses, these 
operations illustrate unity in a manner similar to how the generative Grundgestalt 
                                                                                                                                                 
58
 Josef Rufer, Composition with Twelve Notes Related Only to One Another, trans. Humphrey 
Searle (Westport, Conn.: Greenwood Press, 1979).  
59
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60
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61
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accounts for the organicism of an entire work.
62
 It is important to note that Réti refrained 
from supplying a methodology for analysis in his theory. Réti’s motivic reductions are 
primarily based on musical intuition, as opposed to strictly laid out theoretical criteria. 
This reliance upon intuition led to a poor reception by the academic community.
63
 
 
David Epstein 
The writings of David Epstein further develop Schoenberg’s theory by applying 
Schenkerian concepts of middle- and background level ideas to a Grundgestalt analysis.
64
 
He redefines the Grundgestalt as follows: 
The Grundgestalt denotes a configuration of musical elements that is significant 
to the form and structure of a work and is manifested throughout the work in 
differing guises and on various structural levels. In these appearances certain 
intrinsic features are retained, but are varied or disguised by means of 
embellishments, elaborations, interpolations, and/or contractions of elements; by 
inversions, augmentations and diminutions, and other compositional procedures.
65
 
 
Epstein transforms several aspects of Schoenberg’s definition. He removes Schoenberg’s 
conception of the Grundgestalt as a generative structure and redefines the function of the 
Grundgestalt by claiming its significance exists in the “form and structure of a work.”
66
  
 Auerbach comments that the three most important innovations that Epstein 
contributes to Grundgestalt methodology are: “1) criteria for pitch reduction, 2) the 
                                                 
62
 Walter Frisch discusses the relationship between Schoenberg and Réti in his text, Brahms and 
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effective separation of the Grundgestalt from discussion of Developing Variation, and 3) 
the incorporation of Schenkerian tenets into Schoenbergian analysis.”
67
 
 
Patricia Carpenter 
Patricia Carpenter extends Schoenberg’s definition of Grundgestalt to include 
tonal functions, making her the first to move beyond the restrictions of a strictly motivic 
analysis.
 68
 Carpenter presents her ideas through Schoenberg’s writings, citing specific 
literature where Schoenberg speaks of the role of tonality in the Musical Idea. 
“Carpenter’s general approach to analysis is to identify central structures occurring in the 
opening bars of a piece, then to illustrate how they impact later tonal areas.”
69
  
Until this point, all definitions have placed the Grundgestalt at the start of the 
composition in the melodic voice. Carpenter sets a precedent by moving beyond this 
restriction. In her analysis of Beethoven’s Appassionata Sonata, Op. 57, Carpenter selects 
a structure that does not occur on the surface of the music as the Grundgestalt. In doing 
so, “Carpenter [inadvertently] suggests the possibility that the Grundgestalt can be 
determined retroactively through analysis.”
70
  
 Through her analyses, Carpenter expands the Grundgestalt in several ways. By 
considering the harmonic capabilities of the Grundgestalt, she extends the possibility of 
analysis through a more complete organic structure. She also moves beyond the single 
voice restriction of prior theories by enabling the use of a polyphonic voice setting in a 
Grundgestalt analysis. Example 6 illustrates Carpenter’s multiple-voice Grundgestalt.  
                                                 
67
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Example 6: Carpenter’s Expansion of the Grundgestalt
71
 
 
 
 
 
Brent Auerbach 
Brent Auerbach defines and codifies a new Grundgestalt structure, and based on 
that, develops a specific methodology for analysis. Auerbach’s approach expands and 
reworks Schoenberg’s ideas on multiple levels. On the surface, he extends the 
Grundgestalt to include all possible musical aspects as potential contributors to the 
unifying structure. On larger levels, he illustrates how that structure works in the different 
hierarchical levels of a piece. Auerbach’s defines the Grundgestalt as follows:   
Grundgestalt: an analytical entity composed of melody, harmony, counterpoint, 
 rhythm, articulation, dynamics, and special effects which is capable of generating 
 all events within a piece by a series of strict, hierarchic transformations. The 
 specific identity and form of any piece’s Grundgestalt is not absolute, but rather 
 inferred by the analyst from a representative musical segment occurring anywhere 
 within. The Grundgestalt must meet the following conditions: 
 
1. The pitch material is to be represented as a polyphonic complex of at least two                
voices. 
 
2. The Grundgestalt must express more than a single harmony, either via 
progression or contrapuntal motion. 
 
3. The Grundgestalt must last as little as two beats assuming that it fulfills 
requirements 1 and 2, but generally will last no longer than one phrase of 
music (that is: not beyond a structural cadence).  
 
4. The content of the Grundgestalt in all musical dimensions must be shown in a 
single comprehensive network diagram as that shown in Example 7.
72
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Example 7: Auerbach’s Template for the Grundgestalt
73
 
 
 
VOICE-LEADING COMPLEX 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
HARMONY: 1. Key and Roman numerals 
 2. List of additional harmonic features 
 
 
RHYTHM:  1. Beats numbered and labeled strong and weak 
 2. List of additional rhythmic features 
 
 
TIMBRE/ORCHESTRATION/ARTICULATION: List of prose descriptors  
 
 
SPECIAL EFFECTS: List of prose descriptors 
 
 
                                                 
73
 Auerbach, “The Analytical Grundgestalt,” 120.  
Rhythm [expressed in durational symbols] 
 
Soprano:  
   
 
        Motives [standard labels] 
   
  Contour [expressed as vector] 
 
Alto: 
 
  (simile) 
 
Tenor: 
 
  (simile) 
 
Bass: 
 
  (simile) 
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It is important to note two further extensions by Auerbach. He retains the 
retrospective quality of Carpenter’s analyses. This requires the analyst to have a thorough 
knowledge of the piece prior to selecting the segment that represents the unity of every 
other segment. This also removes the binding of the first segment as the Grundgestalt of 
the piece. This becomes particularly important in examining Brahms’s music, which 
often delays the climax until the end of the composition. 
Auerbach’s extension of the Grundgestalt to the different hierarchical levels of a 
composition presents a new representation of overall unity. The Grundgestalt controls the 
Gestalten, the segments most similar to the Grundgestalt in each formal section, and in 
turn, the Gestalten control each local segment. This process, shown in Example 8, 
illustrates the organicism of the composition in both a top-down and left-to-right 
manner.
74
  
 
Example 8: Auerbach’s General Schematic of the Organic Map
75
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 The S, A, and B markings indicate the specific voicings within the Grundgestalt, which in this 
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75
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The following chapter will provide a more thorough description of this 
methodology as preparation for my analysis of the two versions of the Piano Trio. In 
order to account for the newness of this methodology, I will define each step of the 
analytical process via descriptions and examples. This process will lay the foundation for 
understanding my analysis of the Piano Trio, where I will illustrate how the same 
Grundgestalt accounts for the organicism of each version.  
 
 28 
CHAPTER III  
 
METHODOLOGY 
 
 Due to the fact that Auerbach’s analytical Grundgestalt presents a new 
methodology, it is necessary to provide a detailed description prior to discussing my own 
analysis. This chapter will thoroughly define each step of the analytical process. Certain 
processes will be illustrated using Auerbach’s examples, as well as some of my own.  
The analysis of a Grundgestalt follows the process outlined in the flow chart of 
Example 9 below. Step I involves “dividing the piece into a number of phrase-sized 
surface segments.”
76
 This provides us with an approach to the piece on multiple levels. In 
the macroscopic sense, we observe the overall form of the piece. Microscopically, we 
gain a familiarization with the content of each segment, which leaves us with ideas for 
possible Grundgestalt candidates. As stated in the aforementioned definition of the  
 
Example 9: Auerbach’s Grundgestalt Analysis Process
77
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 Auerbach, “The Analytical Grundgestalt,” 141.  
77
 Ibid., 142.  
I. Segment Piece 
 
 
II. Select Grundgestalt 
 
                                                                                              Quantitative Analysis: 
    Subjective                           Q.A. 1: Evaluate Grundgestalt 
                  methods    Q.A. 2: Calculate value of  
                   remaining segments 
 
 
III. Select Gestalten   
 
                              { IV. Construct Organic Map                          V. Construct Musical Narrative } 
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Grundgestalt, each segment must meet each of the conditions for a possible 
Grundgestalt.
78
 
The selection of a Grundgestalt occurs in Step II. While Auerbach chooses not to 
offer a clear-cut methodology for selecting the Grundgestalt, he explains the importance 
of practicality. He recommends that the analyst choose segments that exhibit “the highest 
degree of contrapuntal complexity.”
 79
 These will facilitate analysis across the entire 
piece. On a secondary level, Auerbach notes the importance of rhetorical emphasis, 
stating that “it is easiest to defend claims that a certain musical passage is centrally 
important when it appears that the composer has lavished special attention upon it.”
80
 He 
also states that the Grundgestalt should illustrate, among other things, “an analyst’s 
intuition about which musical moment is centrally important to a work.”
81
  
Acting as the catalyst between Steps II and III, Quantitative analysis illustrates a 
wealth of relevant information concerning the work, including the identities of the 
Gestalten.
82
 As shown in Example 9, Auerbach’s goal in the first stage of quantitative 
analysis “is to translate [the Grundgestalt’s] multiple features into weighted data points 
which may then serve as a basis for comparison against the work’s surface segments.”
83
 
Prior to calculating this data, it is useful to place an identifier on each characteristic of the 
Grundgestalt. For example, a motive of a linear third would be labeled L3. The next step 
entails assigning a numerical value to each characteristic of the Grundgestalt, which will 
be separated into the six domains shown in Example 10. 
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Example 10: The Six Domains of Grundgestalt Content
84
 
 
a. Motive (refers to pitch motives) 
b. Rhythm (refers to rhythmic motives and composite rhythm) 
c. Harmony 
d. Contour 
e. Timbre/Orchestration/Articulation 
f. Special Effects 
 
 
Auerbach assigns a value of 1 to the Grundgestalt, with the constituent parts 
equaling the whole. Rather than valuing each domain as an equal contributor to the 
Grundgestalt, he creates a weighting system that “reflect(s) our intuitions about musical 
structures.”
85
 Example 11 illustrates this system. Supported by his research in music 
theory and cognition, Auerbach proposes that the greater part of the weight be distributed 
evenly between the motive, rhythm, and Harmony domains, the domains most 
memorable to the listener.
86
 The remaining domains, in turn, receive smaller values 
within the whole.  
   
Example 11: Proposed Weighting of the Six Domains
87
 
 
 (Motive)(0.25) + (Rhythm)(0.25) + (Harmony)(0.25) + (Contour)(0.15) +  
 (Timbre/Orchestration/Articulation)(0.05) + (Special Effects)(0.05)   
 
 
 
                                                 
84
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Auerbach begins the evaluation process by cataloging each motive that occurs in 
the Grundgestalt. Visible in Example 12, the following motives are present in the 
Grundgestalt of Brahms’s Piano Trio: linear thirds (L3), motives of an octave (M8), 
linear fourths (L4), neighbor motives (N), and a motive of a fourth (M4). Auerbach 
proposes two possible methods for weighting each motive. The first method treats each 
occurrence of a motive with an equal value so that the total amounts to 1. In the case of 
Example 12, there are thirteen separate motives, thus each motive would be valued at 
0.077. However, this method presents an equal weighting for each motive and implies 
that all motives maintain the same level of importance, which is not necessarily true.  
Auerbach’s second (and recommended) method provides a solution to this 
problem.  This method ranks each motive according to the cardinality and estimated 
uniqueness of its pitch shapes in tonality, and then assigns a value representing the 
motive’s distinctiveness. Example 13 illustrates this system of ranking. The numerical 
value of each motive increases according to its individuality. For instance, a two-note, 
stepwise motive receives a value of 1 because of its commonality in Western music.  
 
Example 12: Motivic Content in the Grundgestalt of Brahms’s Piano Trio, Mvt. I 
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A three- note motive with large, chromatic leaps receives a greater value of 11 because it 
is less common in tonal music. 
 
Example 13: Ranking of Individuality of Motives
88
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Example 14: Preliminary Calculation of the Relative Value for all Grundgestalt Motives 
 
 S: M4(3x) +  L3(6x) + L4(12x) + M8(3x) + L3(6x) + L3(6x) + N(6x) + M8(3x)      = 45x 
 
A:           L3(6x) + L4(12x) +                 L3(6x) + L3(6x) + N(6x)                  = 36x 
          
                       TOTAL = 81x        
 
Example 14 illustrates the preliminary application of the ranking process to the 
motives in the Grundgestalt of Brahms’s Piano Trio. Each motive and its value are 
placed within the proper voicing, along with the variable factor, x. The sum of these 
values is then “set equal to one so that solving for the unknown reveals the unit value of 
x.”
89
 The next step of the process would be to solve for x; however, it is illogical to 
assign the same value to each occurrence of a motive in parallel and canonic voicings, as 
seen in the alto’s mirroring of the soprano. Auerbach accounts for this kind of motion 
through “a system of diminishing returns.”
90
 This system allows the first occurrence of a 
motive to retain its full value. The next occurrence then receives half the value, and so 
on. Example 15 illustrates this process, as well as the correct calculation of the motivic 
content of the Grundgestalt. 
 
 
Example 15: Final Calculation of the Relative Value for all Grundgestalt Motives 
 
 
S: M4(3x) + L3(6x) + L4(12x) + M8(3x) + L3(6x) + L3(6x) + N(6x) + M8(3x)    = 45x 
                                        ↓    ↓                                ↓             ↓ ↓           
A:                L3(3x) + L4(6x)                  L3(3x) + L3(3x) + N(3x)     = 18x 
          
                 TOTAL = 63x   
                   x = 0.016   
                                                 
89
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90
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Auerbach assesses the remaining domains of the Grundgestalt in a less complex 
manner. After placing each characteristic of the Grundgestalt in its specific domain, he 
evenly distributes an equal value to each characteristic in the separate domains.
91
  
Example 16 uses the Grundgestalt of Brahms’s Piano Trio to illustrate this process. 
While this example is primarily self-explanatory, it is necessary to make a few 
comments. Rhythm E represents the composite rhythm of the Grundgestalt and illustrates 
the strong and weak beats as they occur across the segment. Also, because it is important  
 
Example 16: Calculations of the Remaining Grundgestalt Values 
  
Rhythm: 
 
A: h  q  q           = .2 
B: h  h  h               ≈          q  q  q             ≈          e  e  e        = .2 
C: q  h  q              ≈          e q   e                 = .2        =1 
D:  q            h         = .2  
E:  
                          = .2   
 
 
 
Harmony: 
 
I—V                   =1  
 
 
Orchestration:  
    
1. Parallel 6ths        = .5        =1  
2. Bass Pedal         = .5 
                                                 
91
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separate weighting system for each domain. 
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to include only those domains that possess relevance in the Grundgestalt, the contour, 
articulation/timbre, and special effect domains have been omitted. The weights from 
these domains are reapportioned the across the remaining domains, as shown in Example 
17. 
 
 
Example 17: Adapted Weighting of the Grundgestalt 
 
 
 
 
 
Referring back to Example 9, the second stage of quantitative analysis compares 
the criteria of the Grundgestalt against each segment. This process involves scanning 
each segment and tallying the occurrences for each value of the Grundgestalt. The 
motivic content for each segment is realized and calculated according to the 
Grundgestalt. This follows same additive process in the initial step of quantitative 
analysis. The remaining domains are assessed in a simple yes-or-no fashion. The totals in 
each domain are then calculated according to their pre-assigned weights and condensed 
into a single value, which illustrates the relationship to the Grundgestalt. The highest 
values in each formal section receive a Gestalt status, and thus complete step III of the 
analytical process.   
The final two stages of the analysis involve the construction of the organic map 
and the musical narrative.
92
 Referring back to Example 8, the general schematic of the 
organic map illustrates how the material from Grundgestalt is mapped onto each specific  
                                                 
92
 I will provide more-detailed explanations of these processes in the analyses of Chapter IV.  
                                       Motive           Rhythm          Harmony      Orchestration 
Segment 1 Tallies  1.000  1.000  1.000  1.000 
1.00  Weighted 0.300  0.300  0.300  0.100 
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Gestalt, which in turn is then mapped onto the surface level segments through a series of 
transformational arrows. In Auerbach’s words, 
the Grundgestalt, Gestalten, and surface segments of the piece are arranged in a 
multi-level diagram, and all inter-level and intra-level connections are shown by 
means of transformative arrows. The result is a dynamic two-dimensional reading 
of organicism, depicting both the top-down, synchronic process by which a 
Grundgestalt generates a work and the left-to-right, diachronic process by which 
the work’s surface unfolds.
93
 
 
The transformational arrows, shown in Example 18, illustrate the action that 
occurs in the transferal of material from the Grundgestalt to each Gestalt, as well as from 
each Gestalt to each segment. The first arrow on the list, represented with the (=) symbol, 
shows the retention of exact motivic shapes at all levels of transposition. Represented by 
the letter “I,” the second arrow on the list illustrates an inverted form of a motive. The  
 
Example 18: List of Transformational Arrows, Types and Styles
94
 
 
 
 
 
 
 
 
 
 
 
                                                 
93
 Auerbach, “The Analytical Grundgestalt,” 143.  
94
 Ibid., 196.  
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remaining arrow types represent the remaining domains of the Grundgestalt. They simply 
show direct relationships between segments. 
Construction of the musical narrative involves assembling the segment totals from 
the quantitative analysis in the form of a line graph. This linear representation illustrates 
the path of the piece in terms of how it organically relates to the Grundgestalt. The 
musical narrative also illustrates the relationships of the Gestalten as they act as 
connectors between the global Grundgestalt and the local, surface material. The 
following chapter provides an illustration of a musical narrative in Example 27.  
Illustrated in Example 19, Auerbach presents four possible classifications that 
represent the overall shapes of musical narratives. The onset profile, shown in Example 
19a, presents the highest point (the Grundgestalt) near the start of the piece and generates  
 
Example 19: Auerbach’s Representation of Various Grundgestalt Profiles
95
  
 
 
 
 
 
 
 
 
 
                                                 
95
 Auerbach, “The Analytical Grundgestalt,” 279.  
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a downward-oriented curve. The terminative profile, illustrated in Example 19b, places 
the highest point toward the conclusion of a piece and generates an upward-oriented 
curve. Shown in Example 19c, the emergent profile presents the highest point partway 
through the work. Auerbach states that this profile “combines tendencies of both the 
onset and terminative classes. The first part of such a piece builds toward a central (and 
likely climactic) Grundgestalt statement, then dissolves towards its conclusion.”
96
 The 
cyclic profile, illustrated in Example 19d, represents a composition that restates the 
Grundgestalt on multiple occasions.  
This chapter has provided a thorough description of Auerbach’s analytical 
Grundgestalt process. I will illustrate each step of this methodology as it applies to each 
version of the Piano Trio in the following two chapters, focusing on the characteristics 
that illustrate the organic qualities in each version. 
 
 
                                                 
96
 Auerbach, “The Analytical Grundgestalt,” 280. 
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CHAPTER IV 
ANALYSIS  
Original Version 
This analysis divides the 494 measures of the first movement of the original 
version into ninety-four segments, shown in the form chart of Appendix I. The 
Grundgestalt selection presents a challenge because of the number of similar segments in 
this movement. Illustrated in Examples 20-22, Segments 1, 6, and 9 share several 
characteristics that permeate the movement, making them all possible candidates for the 
Grundgestalt. Each segment states Theme 1a and contains the melodic parallel sixth 
 
Example 20: Segment 1, mm. 1-4  
 
 
 
 
 
Example 21: Segment 6, mm. 20-24  
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Example 22: Segment 9, mm. 35-39  
 
 
 
 
 
 
 
 
motion of the upper two voices, the bass pedal, and the overall harmonic motion from I-
V.
97
 However, Brahms reduces the half note durations of the first descending linear third 
in the melody of Segment 1 to quarter notes in Segments 6 and 9. This reduction 
condenses the melodic structure of measures 2-3 and allows for additional melodic 
material in Theme 1a. Brahms also eliminates the melodic neighbor motion in measures 
3-4 of Segment 1 in Segments 6 and 9. For these reasons, Segment 1 represents the 
source from which the other segments are derived and therefore stands as the best 
possible Grundgestalt.   
It is important to note that I did consider the possibility that the Grundgestalt 
could occur toward the end of the piece, as Auerbach suggests.
98
 However, Brahms 
provides an exact restatement of Segments 1-14 in the recapitulation (Segments 55-68), 
meaning that Segment 1 and Segment 55 share an equal function as the Grundgestalt. 
                                                 
97
 This study labels each theme according to the terminology set forth by Steven Laitz in his text, 
The Complete Musician: The Complete Musician : An Integrated Approach to Tonal Theory, Analysis, and 
Listening (New York: Oxford University Press, 2003), 584-585.   
98
 Auerbach, “The Analytical Grundgestalt,” 117. 
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This dual occurrence of the Grundgestalt will directly influence the later steps of this 
analysis.  
The first stage of quantitative analysis begins by identifying each noteworthy 
characteristic in the Grundgestalt. Due to the limited focus of this study, it is only 
necessary to include those aspects that maintain a significant role in the Grundgestalt. For 
this reason, this particular Grundgestalt analysis focuses on the motivic, rhythmic, 
harmonic, and orchestration content of Segment 1, and omits the articulation, timbre, 
special effects, and contour domains.  
Example 23 illustrates the movement’s Grundgestalt. Along with the previously-
discussed melodic domain, the Grundgestalt identifies the four distinct rhythms of the 
melodic and bass lines, as well as the composite rhythm. The Grundgestalt also shows 
the overall harmonic motion from I-V, as well as the orchestration of the parallel sixth 
motion and the bass pedal.  
Example 24 shows the establishment of the values for each domain of the 
Grundgestalt. The number beside each motive represents its value in the motivic ranking 
system. The parallel motion of the inner voice exhibits the calculations of the  
“system of diminishing returns.”
 99
 The summation of the motives totals 60x, which when 
divided by 1, places the value of x at 0.017. Each remaining characteristic receives an 
equal value in its specific domain. These totals in each domain are then weighted 
accordingly.
100
  
 
 
                                                 
99
 Refer to Chapter III for an explanation of this complete process.   
100
 The weight from the excluded domains is evenly distributed to each of the remaining domains 
in my calculations. This allows the Grundgestalt to maintain the organic value of 1.  
 42 
Example 23: The Grundgestalt of Brahms’s Piano Trio, Op. 8, Mvt. I 
 
  
 
 
        
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Harmony:        I                                                                             V 
 
 
 
Composite  
Rhythm:  
 
 
 
Orchestration:  1. Parallel 6ths 
    2. Bass Pedal  
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                                       Motive           Rhythm          Harmony      Orchestration 
Segment 1 Tallies  1.000  1.000  1.000  1.000 
1.00  Weighted 0.300  0.300  0.300  0.100 
Example 24: Calculations of Grundgestalt values 
 
Motive: 
 
S: M4(3x) +  L3(6x) + L4(12x) + M8(3x) + L3(6x) + L3(6x) + N(6x) + M8(3x) = 45x 
                             ↓      ↓                                ↓             ↓            ↓           
A:                  L3(3x) + L4(6x)                 + L3(3x) + L3(3x) + N(3x)  = 18x 
          
                    TOTAL = 63x    
 
                    x = 0.016   
  
Rhythm: 
 
A: h  q  q           = .2 
B: h  h  h               ≈          q  q  q             ≈         e  e  e        = .2 
C: q  h  q              ≈          e q   e                 = .2        =1 
D:  q           h         = .2  
E:  
                          = .2   
 
 
 
 
Harmony: 
 
I—V                   =1  
 
 
Orchestration:  
    
1. Parallel 6ths        = .5        =1  
2. Bass Pedal         = .5 
 
 
Weighting: 
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                                       Motive           Rhythm          Harmony      Orchestration 
Segment 6 Tallies  0.809  1.000  1.000  1.000 
0.943  Weighted 0.243  0.300  0.300  0.100 
MOTIVE RHYTHM HARMONY ORCHESTRATION
S: M4(3x) + L3(6x) + L3(6x) + M8(3x) + L4(12x) + L3(6x) 36x A Y I-V Y // 6ths Y
A: L3(3x) + L3(3x) + L4(6x) + L3(3x) 15x B Y Pedal Y
C Y
D Y
E Y
51x =1 =1 =1
The second stage of quantitative analysis applies the criteria of the Grundgestalt 
to each segment of the piece. This process illustrates the proportional relationships of 
each segment against the Grundgestalt in each domain, as well as in the total value. I will 
use Segment 6 to provide an example of this process.
101
  
Segment 6 maintains each characteristic in the rhythmic, harmonic, and 
orchestration domains of the Grundgestalt. However, Brahms transforms the thematic 
material in this segment, and thus creates changes in the motivic domain. He does this by 
eliminating the N motive and the M8 from the conclusion of the initial statement of 
Theme 1a, and adds a new conclusion to the phrase. This motivic subtraction process 
reduces the motivic domain total to 48x, rather than the 60x of the Grundgestalt. The 
total value of Segment 6 (0.940) illustrates a strong correlation to the Grundgestalt 
(valued at 1). Example 25 shows these calculations.  
The next step in this analysis subjects each segment of the movement to this exact 
process. Appendix II illustrates the specific calculations of each segment. Appendix III 
shows the weighting process, as well as the final totals of Quantitative analysis.  
 
Example 25: Calculations of Segment 6 
 
 
 
 
 
 
                                                 
101
 Refer to Example 21 for the score of Segment 6.   
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Revised Version 
The analysis of the revised version divides the 289 measures of the first 
movement into sixty-five segments, shown in the Form Chart of Appendix IV. Brahms 
retained the first forty-four measures, or the first twelve segments of the original version 
in the revised version. One might immediately assume that the choice of the Grundgestalt 
has already been decided through the selection process of the original version. However, 
rather than restating the first twelve segments in the recapitulation, Brahms recomposes 
the material which leaves open the possibility for the Grundgestalt to occur later in the 
piece.  
Shown in Example 26, Segment 44 represents the best possible candidate for the 
Grundgestalt beyond the first twelve segments. Segment 44 is similar to Segments 1, 6, 
and 9 in many ways. These retained qualities include the motivic structure and parallel 
sixth motion of the top two voices. However, Brahms obscures the actual restatement of 
Theme 1a through a process of motivic and rhythmic development.
102
 He also adds a 
 
Example 26: Segment 44, mm. 188-192  
 
 
 
 
 
 
 
 
                                                 
102
 Several scholars have discussed the obscure recapitulations in many of Brahms’s other 
compositions. These include: Walter Frisch, in his text Brahms and the Principle of the Developing 
Variation (Berkeley: University of California Press, 1984), and Peter H. Smith, in his article “Brahms and 
Schenker: A Mutual Response to Sonata Form,” Music Theory Spectrum 16, No. 1 (Spring 1994): 77-103.                                       
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surface chromatic neighbor motion to the piano accompaniment. These transformations 
destabilize Segment 44, and thus make it a less optimal Grundgestalt candidate. Taking 
this destabilization into consideration, Segment 1 represents the best possible 
Grundgestalt for the revised version as well. The means that the calculations of the 
original version’s Grundgestalt carry over to the Grundgestalt of the revised version.  
The next step proceeds directly to the second stage of quantitative analysis, 
applying the criteria of the Grundgestalt to each segment of the piece. Appendix V 
illustrates the results of this process by showing the calculations of each segment. 
Appendix VI shows the weighting process, as well as the final totals of the quantitative 
analysis.  
 
Comparative Analysis 
 The main purpose of this comparative analysis is to illustrate how a shared 
Grundgestalt structure can account for the varied degrees of organicism in both versions. 
The first step involves completing a separate analysis of each version through the 
construction of musical narratives and organic maps. These analytic end products will 
provide the information necessary to compare both versions. As stated in Chapter 3, the 
musical narrative will illustrate a global left-to-right representation of how each segment 
relates to the Grundgestalt. Organic mapping, in this context, will show specific top-to-
bottom relationships between the Grundgestalt, the Gestalten, and selected surface 
segments, as well a left-to-right representation of shared features on the surface level. In 
order to discuss the similarities and differences between the two versions, significant 
sections in each musical narrative will be extracted and combined in order to build a 
 47 
comparative musical narrative. This innovation will extend the capabilities of 
Grundgestalt analysis to a new comparative level.  
  
Musical Narrative of Original Version 
 Example 27 illustrates the musical narrative of the original version. The vertical 
lines denote the formal sections in sonata form.
103
 The overall shape of the original 
version adheres to the cyclic Grundgestalt profile. This archetype accounts for the two 
statements of the Grundgestalt, one at the start of the exposition and the other at the start 
of the recapitulation. The overall motion between the two statements of the Grundgestalt 
presents an extended decline from the initial statement in Segment 1 and an abrupt 
motion toward the final statement in Segment 55. From there, the musical narrative 
illustrates an overall descent to the conclusion of the movement.  
Following the initial statement of the Grundgestalt, the shape of the First Tonal 
Area (FTA) displays multiple high points prior to the start of the overall decline. This 
area mirrors the cyclic shape of the entire movement on a smaller level. The transition 
from the FTA shows two mid-level peaks that prepare for the descent into the Second 
Tonal Area (STA). While the shape of the STA plateaus momentarily in a few places, it 
consistently illustrates an intermediate relationship to the Grundgestalt. Due to the close 
thematic connections of the three secondary themes to Theme 1a, this is unexpected.
104
  
 
                                                 
103
 Following Auerbach, this study applies the sonata form terminology set forth by Steven Laitz 
in The Complete Musician: The Complete Musician : An Integrated Approach to Tonal Theory, Analysis, 
and Listening (New York: Oxford University Press, 2003), 584-585.  The newest innovations in sonata 
terminology can be found in James Hepokoski and Warren Darcy’s text, Elements of Sonata Theory: 
Norms, Types, and Deformations in the Late Eighteenth-Century Sonata (New York: Oxford University 
Press, 2006. 
104
 See Chapter II, p. 15, Example 4, for Gardenal de Silva’s illustration of the shared thematic 
connections.  
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The shape of the development maintains a moderately steady up-and-down 
motion. The majority of these minor peaks occur at a value representing approximately 
forty percent of the Grundgestalt’s value. The exception to this occurs in Segment 48, 
which climaxes just above sixty percent. Resulting from an increase in motivic content, 
this rise in Grundgestalt similarity begins to prepare for the recapitulation. The original 
shape of the FTA returns at the start of the recapitulation. A minor peak occurs in the 
shape of the transition as it moves between the FTA and STA. The shape of STA presents 
two interesting points of stagnation. Occurring midway through this section, the first 
point rests at a value just below thirty percent of the Grundgestalt’s value. This is 
immediately followed by an increase to the climax in the STA, which briefly plateaus at 
sixty percent. A sharp decline then leads into the coda, which with the exception of two 
mid-level high points, presents an overall decline.   
         This analysis will now examine the prominent peaks and valleys in the overall 
shape of the musical narrative. Beyond the two exact statements of the Grundgestalt, the 
highest values in the musical narrative are Segments 6 and 9, and their returns in the 
recapitulation, Segments 60 and 63. Previously discussed in the Grundgestalt selection 
process, these segments share many characteristics with the Grundgestalt, including the 
restatement of Theme 1a, the parallel sixth motion of the upper voices, the bass pedal, 
and the overall harmonic movement from I-V.  
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Example 28: Segment 48, mm. 256-261 
 
 
 
 
 
 
 
As previously discussed, the highest point in the development is Segment 48, 
Shown in Example 28, this segment acts as the Gestalt for this section. At first glance, 
this segment appears to be only loosely connected to the Grundgestalt, yet it plays a 
catalytic role in the development. The segment itself does not create a tremendous 
amount of tension, yet it triggers an increased melodic and harmonic instability that leads 
into the recapitulation. The similarities to the Grundgestalt in Segment 48 exist beyond 
the retained thematic material of previously-discussed segments. The preservation of the 
overall harmonic motion from I-V and the parallel sixth motion in the piano stand as the 
most prominent features of this segment. Motivically speaking, Segment 48 consists of 
several restatements of the L3 motive, along with a few instances of the N motive. 
Rhythm A, stated in the cello, is the only maintained rhythm in this segment. Each of 
these factors combines to give the total value of the Gestalt (0.639) a close relationship to 
the Grundgestalt. 
Illustrated in Example 29, Segment 80 (0.762) is the highest-valued segment in 
the STA of the recapitulation and thus is the Gestalt for this section. Restating fragments 
of Theme 1a, Brahms preserves the character of the Grundgestalt in the first part of the 
 51 
Example 29: Segment 80, mm. 410-414 
 
 
 
 
 
 
 
 
segment by restating the first three motives (L4, L3, and L3), rhythms A, B, C, and D, the 
parallel sixth motion of the upper voices, and the bass pedal. The violin interrupts the 
complete statement of Theme 1a in the latter part of the segment by restating the melodic 
material of the prior two measures. Under the context of rhythm B, the piano restates the 
descending L3 motive, which is reminiscent of the exposition’s transitional material. The 
cello then melodically and rhythmically hints at Theme 2a through the statement of a 
descending L3 under rhythm D. Thus, Segment 80 represents Brahms’s melding of three 
different musical moments from the exposition into a single moment in the recapitulation.  
 The lowest points in the musical narrative generate interest due to the tension that 
they create. The exposition’s lowest point occurs just before the STA in Segment 18. 
Illustrated in Example 30, the cello begins with an altered version of Theme 1a, which 
centers on D#, the dominant of the G# minor STA. The violin provides a parallel third 
accompaniment to the cello’s melodic line toward the end of the phrase. The overall 
harmonic motion maintains an emphasis on the dominant through the use of a syncopated 
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Example 30: Segment 18, mm. 79-83 
 
 
 
 
 
 
 
D# bass pedal in the right hand of the piano. The secondary dominant motion over the 
pedal in measures 80-81 further emphasizes the D# harmony. All of these characteristics 
come together to generate a small amount of tension that leads into to the statement of 
Theme 2a in the following segment. 
The next low point in the musical narrative occurs at the start of the 
recapitulation’s STA. Illustrated in Example 31, Segment 69 restates the fugal subject of  
Theme 2b. Acting as a preparatory gesture for the harmonic transition back to B major, 
this segment tonicizes the B major/minor tonality, rather the D# tonality of the theme’s 
 
Example 31: Segment 69, mm. 354-358 
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original statement. Segment 69 is then followed by a fugato that tonicizes the dominant 
of B major. The characteristics of Segment 69 receive a total value of value of 0.131, and 
thus represent a minimal connection to the Grundgestalt. 
 The final low points in the musical narrative occur at the conclusion of the coda. 
Illustrated in Example 32, Segments 93-94 contain little motivic substance. Segment 93 
consists of the M4 and the L4 motives. The use of the M4 provides a retrospective glance 
to the initial M4 anacrusis of Theme 1a at the start of the movement. The descending L4 
motive that occurs across the segment creates a stepwise motion that leads into the final 
statement of tonic. The harmonic motion of this segment moves to the dominant in 
preparation for the final cadence in Segment 94. The motivic content of the final segment 
consists only of two statements of the L3 motive presented by the violin, cello, and piano 
in the initial two measures. Segment 94 cadences on tonic in measure 490. The violin and 
cello prolong tonic in the final four measures, while the harmonic motion of the piano 
presents a cadential extension (I-IV-ii
7
-I). 
 
Example 32: Segments 93-94, mm. 481-494 
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Musical Narrative of Revised Version 
Example 33 illustrates the musical narrative of the revised version. Beginning 
with the Grundgestalt, the opening shape follows the pattern of the original version’s first 
twelve segments, but then diverges onto its own path. The overall shape of the musical 
narrative in the revised version does not exhibit the same profile as the original version. 
This is due to Brahms’s elimination of the exact restatement of the Grundgestalt at the 
start of the recapitulation. For this reason, there is no temptation to label the movement as 
cyclic; rather, because the highest point occurs at the start of the piece, the overall shape 
exhibits the onset profile.  
Due to the retention of the original version’s first twelve segments, the FTA of the 
revised version presents the same, smaller-level cyclic shape.  The transition, with the 
exception of a single peak, presents an overall downward motion toward the STA. After 
making a slight decrease, the shape of the STA ascends and plateaus momentarily at a 
value representing thirty percent of the Grundgestalt’s value. The shape then descends 
sharply to its lowest point thus far, a value approximately a tenth of the Grundgestalt’s 
value. The remainder of the STA presents a steady increase through alternating upward-
and-downward motion.  
After moderate increase, the shape of the development plateaus at forty percent. 
The shape then descends sharply and immediately ascends to the climax of the 
development, which occurs at sixty percent in Segment 33. The shape quickly descends 
from Segment 33 and plateaus at approximately thirty percent for four segments. The 
development concludes with a slight upward motion that eventually falls to the low point 
of the FTA in the recapitulation. The shape then turns sharply upward and peaks at  
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Segment 46, the recapitulation’s highest point. Following this peak, the shape begins an 
overall downward motion through the transition and start of the STA. After reaching the 
nadir in Segment 55, the shape begins a gradual ascent into the coda. Segment 61 
presents the final significant high point of the coda and the shape descends toward the 
conclusion.  
This analysis will now examine the prominent peaks and valleys in the overall 
shape of the musical narrative. As in the original version, Segments 6 and 9 represent the 
highest-valued segments in the FTA and function in the same manner. The next 
significant high point in the musical narrative occurs in the development. Illustrated in 
Example 34, Segment 33 presents a small connection to the Grundgestalt. Brahms hints 
at a parallel minor restatement of Theme 1a in the violin, but interrupts the descending L3 
motion in measure 138 with a sequential series of L3 motives. This sequential motion 
transfers the overall harmonic motion to the dominant and is further emphasized by the  
 
Example 34: Segment 33, mm. 137-141 
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dominant seventh chord outline of the violin. The left hand of the piano presents a new 
accompanimental figure, which is repeated an octave higher, but offset by an eighth note, 
in the right hand. This new material reawakens the attention of the listener in an early 
stage of the development, and eventually leads back to familiar Theme 1a-based material 
in Segment 38. The total value of this segment is 0.660.  
 Illustrated in Example 35, Segment 46 stands as the climax in the recapitulation. 
This segment provides the second complete restatement of Theme 1a in this section. With 
the exception of rhythm C, Segment 46 exhibits each feature of the Grundgestalt. The 
motivic content is further enriched by the addition of multiple neighbor motives in the 
pedal. Technically, the number of occurrences of the N motive at a value of 6x would 
cause the motivic domain to exceed the value of the Grundgestalt; however, due to the 
restraints of this system of analysis, the motivic value is capped at the level of the motivic 
domain in the Grundgestalt.
105
 As a result, Segment 46 receives a weighted value of 
0.940.  
 
Example 35: Segment 46, mm. 197-200 
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 Auerbach explains that the act of capping a value in a domain ensures “that the Grundgestalt 
segment receives the highest value.” Auerbach, “The Analytical Grundgestalt,” 170. 
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Example 36: Segment 61, mm. 259-265 
 
 
 
 
 
 
 
 
 
 
Segment 61 represents the final significant high point in the revised version. 
Illustrated in Example 36, this segment occurs toward the start of the coda. At first 
glance, Segment 61 appears to be very disconnected from the Grundgestalt. However, 
many elements are retained in this fluid segment. The cello begins the liquidation process 
of Theme 1a by restating the initial ascending L3 motive and the start of the descending 
L3 motive. Rather than concluding the descending L3 motive, the cello moves into an 
ornamental figure. The violin states the awaited descending L3 motive a sixth higher, and 
then continues the liquidation of the thematic material. The right hand of the piano joins 
this process in measure 264. The characteristics that relate this segment to the 
Grundgestalt extend beyond the motivic content and contribute to the high total value 
(0.716). These contributors include the bass pedal motion in the piano’s left hand, the 
overall harmonic motion from I-V, and rhythms A, C, and D.  
 The low points in the overall shape of the revised version are noteworthy for 
different reasons. Shown in Example 37, Segment 23 illustrates the most significant low 
point in the exposition. Occurring in the STA, this segment precedes the final statement 
of the STA’s thematic material. The only connection between this segment and the 
Grundgestalt is motivic in nature. The M8 and the M4 provide an overall outline of a C#  
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Example 37: Segment 23, mm. 92-95 
 
 
 
 
 
 
 
 
 
 
 
 
minor triad in the violin. The M8 also creates a pedal motion in the piano that alternates 
between both hands. These features create a total value of 0.086 in Segment 23. Because 
this segment has little in common with the Grundgestalt, it develops a strong sense of 
tension that yearns for resolution in the following segment.   
The next low point occurs at an unexpected moment in the recapitulation. Rather 
than literally restating the FTA of the exposition at the start of the recapitulation, Brahms 
continues to expand the thematic material of the development. Illustrated in Example 38, 
Segment 42 provides a melodic and harmonic deceleration that smoothly leads into the  
 
 
Example 38: Segment 42, mm. 181-184 
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recapitulation. The use of a descending motion in the left hand of the piano prepares for 
the transition into the next segment which hints at thematic material based on Theme 1a. 
This motion is double in the right hand an octave higher; however it is off-set by an 
eighth note. While stabilizing the G# minor harmony, the violin and cello state rhythm D 
in the anacrusis of this segment. The total value of 0.117 shows the minimal connection 
shared between the Grundgestalt and Segment 42. 
 Segment 55, illustrated in Example 39, is the lowest point in the recapitulation’s 
STA. After stating a fragment of Theme 2a, the violin and cello prolong the harmonic 
motion of the piano via the M8 on F#. The sole motive in the piano is the M4, which 
occurs as the anacrusis to measure 235. These are the only characteristics borrowed from 
the Grundgestalt in this segment. With a total value of 0.071, Segment 40 creates a 
tension that leads into the closing material of this section. 
 Segment 63 is the final significant low point in the revised version. Shown in 
Example 40, this segment occurs at the conclusion of the coda’s liquidation of Theme 1a. 
The violin states a tranquil melodic fragment that is echoed immediately by the cello. The 
 
 
Example 39: Segment 55, mm. 235-238 
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Example 40: Segment 63, mm. 271-276 
 
 
 
 
 
 
piano recalls the descending third pattern of Theme 2a below these melodic lines. The 
conclusion of this segment consists of contrary motion in the two voices of the piano. A 
single M4 occurs in the ascending figure in the right hand of the piano. The total value of 
Segment 63 is 0.057, making it the segment with lowest connection to the Grundgestalt.    
 
Comparative Musical Narrative 
 The comparison of two versions of the same work under the construct of the 
analytical Grundgestalt presents a unique opportunity. As previously discussed, the 
musical narrative illustrates the basic shape of each version according to its correlation to 
the Grundgestalt. Now, by merging specific sections of the two separate musical 
narratives into a single visual field, the comparative musical narrative, it is possible to 
observe similarities and differences under a single graph.  
Before proceeding, it is important to note the challenges presented by the 
construction of the Piano Trio’s comparative musical narrative. Due to the overall 
differences in length, the comparative musical narrative cannot adequately represent the 
similarities and differences between all sections without distorting one or both of the 
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shapes. This is especially salient in the comparison of the Piano Trio’s development 
sections. The development of the original version contains twenty-three segments. This 
number is reduced to thirteen within the development of the revised version. In order for 
this relationship to be illustrated within the construct of a comparative narrative, the line 
graph would have to adjust the ratio of the revised version to the length of the original 
version. This stretching of shape alters the true representation of the revised version’s 
development. For this reason, it will be necessary use prose and organic maps to compare 
any sections that fall under similar conditions.   
Example 41 illustrates the comparative musical narrative for the FTA and 
transition of both versions. Due to the restatement of the first twelve segments of the 
original version in the revised version, the same curve results twice, with one slight 
exception. The slight differentiation over Segments 3 and 4 occurs because Brahms omits 
the M8 violin ornamentation in the revised version. The point of highest interest in this  
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example begins within the transition. The original version presents two similar peaks in 
Segments 14 and 17 as the level of organicism descends toward the STA. These upward 
shifts are followed by a sharp decline that leads into the statement of Theme 2a. The 
revised version’s Segment 14 peaks at the same moment as Segment 14 in the original 
version. Rather than following the shape of the original version, Segment 14 prolongs the 
descent through Segment 16 and presents a slight leveling as it approaches the STA. 
These differences in shape prove that the transition of the original version maintains a 
closer connection to the Grundgestalt than the revised version does.  
 The comparative musical narrative of the STA is shown in Example 42. The 
overall shape of the two versions remains similar in several ways. Each version ascends 
to a high point, immediately descends to a low point, then gradually ascends to the  
 
Example 42: Comparative Musical Narrative of Second Tonal Area 
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penultimate segment, and finally descends toward the end of the section. Considering the 
dissimilar themes, transitions, and overall content of these areas, it is remarkable that 
these shapes are so similar.  
Illustrated in Example 43, the climax in the original version occurs early in the 
STA, at Segment 22. Theme 2b is restated in canon by the violin and cello and the piano 
maintains a bass pedal in this segment. The climax of the revised version occurs much 
later in the STA, at Segment 27, as shown in Example 44. Devoid of almost any thematic  
Grundgestalt material, Segment 27 begins the closing gesture through the use of the N 
 
Example 43: Segment 22, Original Version, mm. 103-110 
 
 
 
 
 
 
Example 44: Segment 27, Revised Version, mm. 109-114 
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motive. The exhaustive treatment of this single motive significantly contributes to the 
total value of Segment 27 (0.360). 
 
Organic Mapping 
In order to demonstrate the process of organic mapping, this analysis will begin 
by mapping the FTA, which is common to both versions. The same method will then be 
used alongside prose descriptions in order to portray the differences between the two 
versions. Example 45 provides the organic map of the original version’s FTA. Segment 1, 
which acts as both the Grundgestalt and Gestalt of this section, presents the initial 
statement of Theme 1a. This segment is immediately transformed in Segment 2 as the 
inner voice parallel-sixth motion of Segment 1 is inverted to create parallel third motion. 
The cello transfers the statement of Theme 1a up a major third, while the piano restates 
Theme 1a in its exact form. The theme maintains its rhythmic character, including the 
bass pedal, as well as its overall harmonic motion of I-V. In preparation for the phrase 
extension of the Segment 3, the conclusion of this segment is altered by overlapping the 
cello’s final L3 motive into the following segment. The violin states the M8 from 
Segment 1 as an ornamental feature, and the bass maintains the pedal motion.  
Segment 3 extends the thematic material of Segment 2 through the use of the L3 
motive, and concludes with a perfect authentic cadence. Segment 4 begins an internal 
transition by combining rhythm A and the ascending L3 motive in the upper two voices 
and harmonically moves toward the dominant. The cadential extension of Segment 5 
continues to tonicize the dominant in preparation for the restatement of Theme 1a in 
Segment 6.  
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Example 45: Organic Map of First Tonal Area, Segments 1-10, mm. 1-44 
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As previously discussed, Segment 6 presents Theme 1a in an altered form. 
Several characteristics are maintained from Segment 1, including the parallel sixth 
motion of the top two voices and the overall harmonic motion from I-V. Nevertheless, a 
sense of forward movement is created by condensing the original half-note rhythm of the 
descending L3 motive in measures 2-3 to quarter notes. This shortening of the original 
phrase length allows for the incorporation of new material in the conclusion of the 
phrase. The M8 and N motive are replaced by a double neighbor motion that surrounds 
C#5. This emphasis on C#5 prepares for the tonicization of ii in Segment 7. It is also 
important to note that the rhythm C in the bass pedal undergoes a diminution process. 
 As stated in the previous paragraph, Segment 7 begins with a tonicization of ii. 
This segment diatonically transposes the thematic statement of Segment 6 up a major 
second. For this reason, the content of this segment remains quite similar to Segment 6. 
The melodic structure of the penultimate measure is readapted in order to prepare for the 
perfect authentic cadence in the original key of B major. Segment 8 presents an 
additional internal transition through continued use of the ascending L3 motive. This 
segment concludes with a rhythmic slowing that hints at the transitional material of 
Segments 11-12.   
 The statement of Theme 1a in Segment 9 maintains the shape of Segment 6; 
however, the harmonic motion does not move toward the secondary dominant. Rather, it 
remains on the dominant in preparation for the final statement of Theme 1a in Segment 
10. This segment alters the descending L3 motive of Theme 1a by adding a downward 
leap of a third, and repeats the same pattern in the following measure. An augmented 
form of rhythm C in the descending L3 motive then leads into the transition. 
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Further Comparisons 
One can pose a multitude of questions concerning the additional distinctions 
between the two versions. How did Brahms transform the transitional material in the 
revised version? What effect did this transformation have on the new STA? How does the 
length reduction of the revised version’s development influence the remainder of the 
composition? These questions, along with others, will be answered in the following 
discussion. 
Brahms begins transforming the original material in the revised version in a very 
subtle manner. Example 46 provides a comparison of Segment 13 from each version. 
Both versions share the E#7 fully-diminished harmony and the same melodic line in the 
cello, but a number of differences may be noted in the revised version. The top voice in 
 
 
Example 46: a) Segment 13, Original Version, mm. 55-58 
           b) Segment 13, Revised Version, mm. 55-58 
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the piano line begins to follow the same descending outline of an E# diminished triad. 
While the original version avoids the root of this harmony, the revised version completes 
the chordal outline through a descending minor third pattern. This pattern then repeats 
itself. Brahms also adjusts the inner-voice, eighth-note pattern in the left hand of the 
piano as a counter motion against the falling third line. The bottom voice of the piano 
gains a more significant role through the statement of an ascending minor third line, 
which compliments the top voice pattern. In fact, the bottom voice provides a mirror 
motion to the top voice for the first two measures. The violin no longer soars above the 
cello as in the original version, but provides a parallel third accompaniment below the 
cello’s melodic line. These transformations begin the divergence of the revised version 
from the original version. In order to understand the effect of this deviation in a more 
complete manner, the next step of this analysis will address the transformations that occur 
in each transition section, and how these transformations prepare for the prospective 
STA’s. 
Shown in Example 47, the Gestalt of the original version’s transition section, 
Segment 14, links multiple features of the Grundgestalt to the surrounding surface level 
segments. The Gestalt illustrates its correlation to Segment 13 via the ascending and 
descending L3 motives and their respective rhythms, rhythms A and B. A point of low 
tension, Segment 15 relates to the Gestalt through the descending L3 motive. This 
segment also reintroduces the L4 motive from the Grundgestalt by adding an additional 
pitch to the descending L3 motive. Segment 16 retains the descending L3 and L4 motives 
and models the overall pattern of Segment 15 at a different pitch level. Introducing new 
material, Segment 17 begins an increase in tension that leads into the STA. The bass line 
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Example 47: Organic Map of Transition, Original Version, mm. 55-83 
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reintroduces the ascending L3 motive from the Gestalt in its first measure. This is 
immediately followed by another reappearance of the descending L3 motive. Under a 
new rhythmic guise, the violin maintains the descending L4 motive from Segment 16. 
The ascending L4 motive in the right hand of the piano compliments the descending 
motion of the violin. Segment 18, the final segment of the transition, reinstates the 
combination of the ascending and descending L3 in the melodic line of the cello.   
Illustrated in Example 48, the transition of the revised version varies significantly 
from the original version; however, the Gestalt shares several characteristics from its 
original version counterpart. The most significant change in the Gestalt is the addition of 
the ascending L3 motive on the final beat of the last measure, which hints at the new 
construction of the remainder of the transition. As previously discussed, Segment 13 
exhibits several traits from the original version, and thus relates to the Gestalt in a similar 
manner. These retained features include the ascending and descending L3 motives, as 
well as rhythms A and B.   
The Gestalt accounts for motivic and rhythmic content of Segment 15 through the 
retention of the ascending and descending L3 motives under rhythm B, which occur 
throughout the segment. Segment 15 also presents the descending L3 motive under a new 
rhythm, first in the violin and cello in the first measure and second in the right hand of 
the piano in the third measure. Due to the introduction of new motivic material under the 
context of rhythm B, Segment 16 remains the least motivically-connected to the Gestalt 
thus far. However, the ascending L3 motive still appears sporadically. Segment 17 
consists entirely of repetitions of the ascending L3 motive, which are alternately stated by 
the cello and violin. The inner voices of the piano also begin with a simultaneous 
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Example 48: Organic Map of Transition, Revised Version, mm. 55-75 
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statement of the ascending and descending L3 motives. Finally, Segment 18 maintains 
the ascending L3 motive through an augmented form of rhythm B, first stated by the 
cello, then by the violin. Though the identity of the transition in the revised version is 
completely separated from the original version, it is clear that Brahms maintained several 
features.    
The significance of Brahms’s transformation of Segment 13 reaches beyond the 
transition: indeed, it provides a glimpse of the new secondary theme as stated in Segment 
19. Illustrated in Example 49, the descending third motion of the piano’s top voice 
reappears in the first measure. This is immediately followed by a similar statement of the 
ascending motion in the piano’s bottom voice in the second measure. While the 
correlation is not exact from Segment 13 to Segment 19, it is clear that the two segments 
are connected. This suggests that Brahms, in the interest of creating a more organic 
 
Example 49: a) Segment 13, Revised Version, mm. 55-58 
          b) Segment 19, Revised Version, mm. 75-79 
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structure, decided to transform a portion of the content in Segment 13 to prepare for the 
new thematic material at the start of Theme 2a.
106
 
Many differences exist between the developments of each version. The 
development in the revised version is sixty-four measures shorter than the development in 
original version. Comparing the musical narratives of each version, it is also clear that the 
high points and low points occur at different places in the development. Overall, the 
original version maintains a steady upward and downward motion throughout this 
section. An unexpected peak occurs approximately seventy-five percent of the way 
through the development, and quickly returns to the steady upward and downward 
motion in preparation for the restatement of the FTA.  
The overall shape of the revised version’s development is much less stable. 
Starting from a low point, the shape ascends and then briefly plateaus for two segments. 
An extreme downward motion occurs in preparation for the ascent to the Gestalt, which 
occurs forty percent of the way through the development. The shape then declines and 
plateaus for three segments. The remaining shape presents two ascents that lead into the 
low point at the start of the recapitulation.  
On the surface, the differences between the original and revised developments are 
quite evident. The majority of the musical content in the development of the original 
version is borrowed from the thematic material of the exposition. This material is 
developed to a great extent, but does not hide the identity of these themes. Due to the 
reduction of three themes to one in the STA of the revised version, the content of the 
development undergoes a transformation. This is not to say that Brahms eliminates any 
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My analysis is not the first to discuss this thematic connection. Walter Frisch describes Arno 
Mitschka’s discovery of this connection in Brahms and the Principle of the Developing Variation 
(Berkeley: University of California Press, 1984), 61. 
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references to the prior themes in this section; rather, he incorporates new, motivically-
rich material in each piece of a theme, as well as throughout the entire development.   
Brahms’s decision to avoid the exact restatement of the exposition’s first twelve 
segments in the recapitulation of the revised version creates a noticeable contrast between 
the two versions. The shape of the original version’s recapitulation follows the exact 
model of the exposition into the transition. The curve of the recapitulation in the FTA of 
the revised version begins at a low point and sharply ascends to its Gestalt. This ascent is 
consistent with the rise in tension that occurs on the surface of the recapitulation. 
Illustrated in Example 50, the start of this FTA only hints at the Theme 1a. The music 
begins by stating similar motivic material in the relative minor. This motivic structure 
continues to develop until it reaches B major in measure 188, or Segment 44. The actual 
restatement of Theme 1a does not assume its actual form (in the original key) 
 
Example 50: First Tonal Area of the Recapitulation, Revised Version, mm. 180-205 
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until measure 197, or Segment 46. This delay of Theme 1a occurs approximately eighty-
three percent of the way through this section and clearly accounts for its dramatic shape 
in the musical narrative. Illustrating a characteristic of his later compositional style, 
Brahms continues the development into the recapitulation and thus prolongs the tension. 
This creates a delayed climax, a common characteristic of Brahms’s later music.
107
 
 The contrasting shapes in the codas also merit discussion. Both codas reach their 
high points at the second segment and begin a descent toward the end of the piece. 
However the manner by which each shape concludes is remarkably different. Consisting 
of fifty-nine measures, the coda in the original version sharply declines after the 
statement of the Gestalt, or Segment 86. It reaches its low point in Segment 90 and 
begins a sharp ascent to Segment 92. This motion is then followed by an extreme 
downward curve to Segment 93 and a plateau in the final segment. A possible reasoning 
behind the sharp ascent into Segment 92 emerges on the surface level. Shown in Example 
51, Brahms reincorporates the ascending and descending L3 motives of Theme 1a into 
Segments 91-92 and thus increases the value in the motivic domain.  
 
Example 51: Segments 91-92, Original Version, mm. 473-480  
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 Brahms delays the climax within the recapitulations of additional sonata-form works, including 
the Cello Sonata in F major, Op. 99, No 2; the Violin Sonata in D minor, Op. 108, No. 3; and the Clarinet 
Sonata in F minor, Op. 120, No. 1. 
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Example 52: Coda, Revised Version, mm. 255-289 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Consisting of thirty-four measures, the coda of the revised version is twenty-five 
measures shorter than the original version. The descent following the high point in 
Segment 61 occurs much faster in the revised version. While this is partially due to the 
smaller number of segments in this section, the main reason behind this decline is the 
abandonment of most of the Grundgestalt’s characteristics, as shown in Example 52. The 
final ascent into Segment 64 presents material based on Theme 2a. The descent of the 
final segment is the result of the final cadential motion. 
In conclusion, this chapter has applied the Grundgestalt analysis process in detail 
to the original and revised versions of Brahms’s Piano Trio. It has defined each version of 
the Piano Trio through an individual analysis, and has also compared the two versions. 
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The following chapter will further summarize these findings and offer further suggestions 
for future studies of both versions of the Piano Trio, as well as the analytical 
Grundgestalt methodology.  
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CHAPTER V:  
CONCLUSION 
 This study has illustrated the role of organicism in the first movement of 
Brahms’s Piano Trio on multiple levels. The application of the same Grundgestalt to the 
analysis of each version has produced two separate representations of the organic 
structure, each with different results. In comparison to the onset profile of the revised 
version, the original version’s cyclic profile maintained a stronger correlation to the 
Grundgestalt throughout the entire movement. These unifying connections remained 
apparent on the surface of the original version, particularly through Brahms’s constant 
use of thematic repetition and motivic development. Through Brahms’s incorporation of 
the new secondary theme, the revised version maintained fewer unifying characteristics 
on the surface, and thus showed weaker overall connections to the Grundgestalt.  
 The comparative analysis of the two versions merged the separate analyses in 
order to illustrate the organic similarities and differences in each version. Moving beyond 
the shared material of the first twelve segments, the results of this comparison showed 
few surface-level similarities between the original and revised versions. In addition, this 
process further identified the characteristics that separate the two versions.  
 The significant amount of contrast observed between the two versions brings an 
important question to the forefront. How do the identities of the two versions relate? 
Does the revised version represent enough of the identity of the original version to be 
considered an actual revision? Or does the revised version support Nicholas Cook’s 
contention that Brahms recomposed rather than revised the work?
108
  It is my opinion that 
the answer falls somewhere in the middle of these two extremes. The aural recognition of 
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 Cook, “Performing Rewriting and Rewriting Performance,” 228.   
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the initial theme places each version in the context of a single work; yet, it is clear that 
the remaining content of the two versions maintain separate identities.   
 The results of this study also present an illustration of how Brahms’s use of sonata 
form transformed throughout his lifetime. Interestingly enough, both versions exhibit 
distinct tendencies of both classical and romantic sonata form. The classical tendency is 
best seen in the Brahms’s adherence to the strict boundaries of classical sonata form. This 
is especially apparent in the exact restatement of the FTA at the start of the recapitulation. 
Brahms also reduces the STA of the revised version to a single secondary theme, a 
common feature of classical sonatas. Collectively, Brahms includes the standard repeats 
at the conclusion of the both expositions.  
Brahms’s deviation from the standardized of sonata form represents the romantic 
influence within his music. The delayed climax in the recapitulation of the revised 
version stands as the strongest example of Brahms’s deviation from the classical sonata 
idea. Also, the secondary theme of the revised version illustrates the romantic concept of 
contrasting primary and secondary themes. In addition, the restatement of the secondary 
themes within the recapitulation of the original version diverges from the classical idea. 
Traditionally, secondary themes reappear in the original key in order to prepare for the 
coda. However, at the start of the STA, Brahms not only changes the key to the parallel 
minor, but also begins with a fugato based on Theme 2b and eliminates all references to 
Theme 2a. 
In retrospect, I am satisfied with my decisions concerning this analysis. My 
selection of Segment 1 as the Grundgestalt allowed for the first direct comparison of each 
version’s organic structures. A selection of alternate Grundgestalten within the separate 
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versions would have provided two independent readings of the organic structures. This 
would have complicated the comparison process to a great extent. The use of Auerbach’s 
analytical Grundgestalt methodology supplied my analysis with the tools necessary to 
gain a multi-level understanding of all possible factors that contribute to the organic 
structure of the Piano Trio.  
In the future, I would extend the protocol of a few areas. First, I would establish a 
method by which to categorize specific characteristics that overlap across segments. This 
is especially important in the music of Brahms, particularly when analyzing themes that 
have been transformed through metric displacement. In order to further define the 
treatment of repeated motivic figures, I would also extend the parameters of the system of 
diminishing returns. This would provide a more balanced reading in the motivic domain. 
Finally, I would consider a non-standardized weighting of the domains. This would allow 
the analyst to create a weighting system specific to the content of a particular 
composition. In the case of my own analysis, the I-V harmonic motion in the Piano Trio 
was given a value of 0.300 in the Grundgestalt. After observing the minimal occurrences 
of this feature throughout the composition, I found that it did not warrant such a high 
weighting. These suggestions, while minimal, have the potential to further extend the 
capabilities of the analytical Grundgestalt.  
 This study sets a precedent in Grundgestalt theory by creating an environment 
where a single Grundgestalt can account for the organic structure in two separate 
versions of a composition. Through the comparative musical narrative, it also provides 
the first linear comparison within the context of a single line graph. These extensions 
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open the door for future expansions within Grundgestalt theory, including a possible 
comparison of the organic structures of two non-related compositions.  
 The results of this analysis also broaden opportunities within Brahms scholarship. 
The potential of extending this comparative study to the remaining three movements is 
enormous. Is it possible that each movement follows the pattern of the first movement 
and shares a common Grundgestalt? Is it possible that the shared Grundgestalt can 
account for the organicism of each complete version? It is my hope that the answers to 
these questions will be found in future studies of the Piano Trio.   
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Form Area Seg. Measure # Description
Exp. FTA 1 1-4.3 Theme 1a (Piano), B Major
2 4.4-8.3 Theme 1a (Cello w/Piano), Violin Ornamentation, ↑ M3
3 8.4-12.3 Cadential Extension based on Theme 1a 
4 12.4-17.1 Fragmentation of Theme 1a
5 17.2-20.3 Cadential Material moving by ↓5ths (E-A-D#-G#-C#-F#)
6 20.1-24.4.1 Restatement of Theme 1a (Violin, Cello, Piano)
7 24.4.2-28 Theme 1a (Violin, Cello, Piano) Transposed ↑ M2, V/V→ V
8 29-35.3 Material based of Theme 1a, V
9 35.4-39.3 Transformation of material from Theme 1a, I
10 39.4-44.3 Further transformation of Theme 1a
Trans. 11 44.4-52.1 Material based on ↓ L3 motive
12 52.2-54.3.3 Continuation of prior material based on ↓ L3 motive w/rhythmic diminution
13 54.3.4-58 Material based on Theme 1a with chromatic inflections
14 59-62.3.3 Mixture of Theme 1a and ↓ L3 motive
15 62.3.4-67.4.1 Material based on ↓ L3 motive
16 67.4.2-71.3 Material based on ↓ L3 motive
17 71.4-78 Material based on ↑ L4 and ↓L4 motives
18 79-83.3 Material based on Theme 1a tonicizing D# Major (V/g# minor) 
STA 19 83.4-90.3 Theme 2a (Piano), G# minor
20 90.4-98.2 Material based on Theme 2a (Piano)
21 98.1-103.3 Theme 2b (Piano), Fugal subject, D# Major
22 103.4-110.3 Theme 2a (Violin, Cello), Overlap, G# minor
23 110.4-118.1 Continued Elaboration of Theme 2a, (Violin, Cello)
24 *118.1-126 Theme 2b (Cello), G# minor
25 127-129 Theme 2c (Piano, Violin), Overlap, E Major
26 *129-136 Theme 2c (Piano, Violin), Overlap, E Major
27 *136-140 Theme 2c (Piano, Violin, Cello), Overlap, E Major
28 *140-147 Theme 2c (Piano, Violin, Cello), Overlap, E Major
29 147-155.2 Closing material (Violin, then Cello), sextuplets alternating ↓L4, ↓L3 motion
30 155.1-163.1 Closing material using ↓ L3, G# minor (to F#7 on repeat: V7/B Major)
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 The decimal points within the measure numbers illustrate the division (and occasionally the 
subdivision) of the beats within each measure. Asterisks (*) denote phrase elisions.  
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Form Area Seg. Measure # Description
Dev. 31 163.2-168 Continuation of closing material, using ↓ L3, G# minor to D# 
32 169-176 Continuation of closing material, using ↓ L3, D# to B7 (V7 of E Major) 
33 *175-180.3 Rhythmic diminution (half, then quarter, then triplets) of ↓ L3 
34 180.4-187.3 Material from Theme 2a (Violin, Cello), Overlap, Continuous motion ↓ L3 (Piano), E Major
35 187.4-194.3 Material from Theme 2a (Violin, Cello), Overlap, Continuous motion ↓ L3 (Piano), Bminor
36 194.5-200 Material based on Piano's continuous line (Piano, Strings), segmented by measure, then overlapping
37 201-208 Material based on Theme 1a (Piano) with new rhythm, Cello triplet figure, b minor
38 *207-211.1 Poco rit., Cadential material (Piano) based on ↓L3 motive
39 211.1-218 A tempo, Material based on Theme 1a (Piano), Cello triplet figure, C Major
40 *217-222.1 Poco rit., Cadential material (Piano) based on ↓L3 motive
41 222.1-225 Material from Theme 2c (Piano, Violin, Cello), Overlap, E Major
42 *225-232 Material from Theme 2c (Piano, Violin, Cello), Overlap, E Major
43 233-236 Material from Theme 2c (Piano, Violin, Cello), Overlap, E Major
44 *236-242.1 Material from Theme 2c (Piano, Violin, Cello), Overlap, E Major
45 242.1-246.1 Material from Theme 2c (Cello, then Violin)
46 246.1-251  Chromatically altered material from Theme 2c (Cello), Piano ↑↓L3
47 252-256.1 Material from Theme 2c (Violin)
48 256.1-261 Chromatically altered material from Theme 2c (Cello)
49 262-266.2 Material from Theme 2c (Piano, Violin), D# Major
50 *266-269.1 Material from Theme 2c (Piano, Violin), D# Major
51 269.1-275.1 Material from Theme 2c (Cello), 8ve outline (Violin) and ↑↓L3 motives (Piano)
52 275.2-277 Material from Theme 2c (Cello), Concludes with ↓L3 motive
53 278-284.3 ↓L3 motive transitions from eighth notes to dotted rhythm, Harmonic slowing on V
54 284.4-291.3 Material borrowed from Theme 2a, Emphasizes V
Rec. FTA 55 291.4-295.3 Theme 1a (Piano), Cello Ornamentation, B Major
56 295.4-299.3 Theme 1a (Cello w/Piano), Violin Ornamentation, ↑ M3
57 299.4-303.3 Cadential Extension based on Theme 1a 
58 303.4-308.1 Fragmentation of Theme 1a
59 308.1-311.3 Cadential Material moving by ↓5ths (E-A-D#-G#-C#-F#)
60 311.4-315.4.1 Restatement of Theme 1a (Violin, Cello, Piano)  
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Form Area Seg. Measure # Description
61 315.4.2-319 Theme 1a (Violin, Cello, Piano) ↑ M2, V/V→ V
62 320-326.3 Material based of Theme 1a, V
63 326.4-330.3 Transformation of material from Theme 1a, I
64 330.4-335.3 Further transformation of Theme 1a
Retr. 65 335.4-343.1 Material based on ↓ L3 motive
66 343.2-345.3.3 Continuation of prior material based on ↓ L3 motive w/rhythmic diminution
67 345.3.4-349 Material based on Theme 1a with chromatic inflections
68 350-354.1 Mixture of Theme 1a and ↓ L3 motive
STA 69 354.2-359 Theme 2b (Cello), Fugato, B minor
70 *359-365 Theme 2b (Piano), Fugato, Cello Elaboration, F# Major
71 *365-368 Piano, Cello Elaboration, B Major
72 *368-373.3 Theme 2b (Piano), Fugato, Cello Elaboration, B Major
73 *373-378.3 Theme 2b (Violin), Fugato, Piano and Cello Elaboration, F# Major
74 *378-385.1 Elaborative material based on Theme 2a, ↓L3
75 *385-390.3 Overlapping Theme 2b (Piano, Cello, Violin)
76 *390-396.1.1 Material based on ↑↓ L4, ↑↓L3, and N motion, Cadence on F# (V of B Major)
77 396.1.2.-400.1.1 Material based on ↑↓L3 and N motion, F# (V of B Major)
78 400.1.2-406.1 Material based on ↑↓L3 and N motion, g# minor
79 *406-410 Material based on ↑↓L3, F# Pedal
80 *409-414.3 Sostentuto, Material based on Theme 1a and ↓L3, B Major
81 414.4-419.3 Material based on Theme 1a and ↓L3, Transposed ↑ M2, V/V→ V
82 419.4-426.3 Un poco sostenuto, Material based on Theme 2a (↑↓L3)
83 426.4-430.4.1 Material based on Theme 1a, Bass line chromatically moving toward V
84 430.4.2-434 Material based on Theme 1a, Continuation of chromatic bass line, Cadence on V
Coda 85 435-443* Material based on Theme 1a, N motion in Strings, V-I Cadence
86 *442.2-453* Material based on Theme 1a (Piano LH), Syncopation (Piano RH), movement toward V
87 *452.2-460* Material based on Theme 1a, Piano exchanges material for first four bars
88 *460.3-465 Harmonic motion toward I
89 *464.3-468 IV-I
90 469-472 Poco sostenuto, Harmonic motion to V7  
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Form Area Seg. Measure # Description
91 473-476.1* A tempo, Material based on Theme 1a (Violin, Cello)
92 *475.4-481.1 Material based on Theme 1a (Violin, Cello)
93 481.2-487.1 Motion by 4ths and 5ths
94 487.3-494 V-I  
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DOMAINS Motives Rhythm Harmony Orchestration
WEIGHTS 0.300 0.300 0.300 0.100
SEGMENT 1 tallies 1.000 1.000 1.000 1.000
1.000 weighted 0.300 0.300 0.300 0.100
SEGMENT 2 tallies 0.905 1.000 1.000 0.500
0.922 weighted 0.272 0.300 0.300 0.050
SEGMENT 3 tallies 0.476 0.600 0.000 0.500
0.373 weighted 0.143 0.180 0.000 0.050
SEGMENT 4 tallies 0.381 1.000 0.000 0.500
0.464 weighted 0.114 0.300 0.000 0.050
SEGMENT 5 tallies 0.095 0.200 0.000 1.000
0.189 weighted 0.029 0.060 0.000 0.100
SEGMENT 6 tallies 0.810 1.000 1.000 1.000
0.943 weighted 0.243 0.300 0.300 0.100
SEGMENT 7 tallies 0.905 1.000 0.000 1.000
0.672 weighted 0.272 0.300 0.000 0.100
SEGMENT 8 tallies 0.429 0.600 0.000 0.500
0.359 weighted 0.129 0.180 0.000 0.050
SEGMENT 9 tallies 0.500 1.000 1.000 1.000
0.850 weighted 0.150 0.300 0.300 0.100
SEGMENT 10 tallies 0.667 1.000 0.000 1.000
0.600 weighted 0.200 0.300 0.000 0.100
SEGMENT 11 tallies 0.952 0.400 0.000 0.500
0.456 weighted 0.286 0.120 0.000 0.050
SEGMENT 12 tallies 0.571 0.200 0.000 0.000
0.231 weighted 0.171 0.060 0.000 0.000
SEGMENT 13 tallies 0.619 0.400 0.000 0.000
0.306 weighted 0.186 0.120 0.000 0.000
SEGMENT 14 tallies 1.000 0.400 0.000 0.500
0.470 weighted 0.300 0.120 0.000 0.050
SEGMENT 15 tallies 0.429 0.200 0.000 0.000
0.189 weighted 0.129 0.060 0.000 0.000
SEGMENT 16 tallies 0.429 0.200 0.000 0.000
0.189 weighted 0.129 0.060 0.000 0.000
SEGMENT 17 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 18 tallies 0.333 0.000 0.000 0.000
0.100 weighted 0.100 0.000 0.000 0.000
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SEGMENT 19 tallies 0.429 0.400 0.000 0.000
0.249 weighted 0.129 0.120 0.000 0.000
SEGMENT 20 tallies 0.286 0.400 0.000 0.500
0.256 weighted 0.086 0.120 0.000 0.050
SEGMENT 21 tallies 0.333 0.200 0.000 0.000
0.160 weighted 0.100 0.060 0.000 0.000
SEGMENT 22 tallies 1.000 0.200 0.000 0.500
0.410 weighted 0.300 0.060 0.000 0.050
SEGMENT 23 tallies 0.952 0.200 0.000 0.500
0.396 weighted 0.286 0.060 0.000 0.050
SEGMENT 24 tallies 0.333 0.200 0.000 0.000
0.160 weighted 0.100 0.060 0.000 0.000
SEGMENT 25 tallies 0.405 0.200 0.000 0.500
0.232 weighted 0.122 0.060 0.000 0.050
SEGMENT 26 tallies 0.738 0.200 0.000 0.500
0.331 weighted 0.221 0.060 0.000 0.050
SEGMENT 27 tallies 0.489 0.200 0.000 0.500
0.257 weighted 0.147 0.060 0.000 0.050
SEGMENT 28 tallies 0.798 0.200 0.000 0.500
0.349 weighted 0.239 0.060 0.000 0.050
SEGMENT 29 tallies 0.690 0.000 0.000 0.500
0.257 weighted 0.207 0.000 0.000 0.050
SEGMENT 30 tallies 0.286 0.200 0.000 1.000
0.246 weighted 0.086 0.060 0.000 0.100
SEGMENT 31 tallies 0.286 0.200 0.000 0.500
0.196 weighted 0.086 0.060 0.000 0.050
SEGMENT 32 tallies 0.429 0.200 0.000 0.500
0.239 weighted 0.129 0.060 0.000 0.050
SEGMENT 33 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 34 tallies 0.571 0.200 0.000 0.000
0.231 weighted 0.171 0.060 0.000 0.000
SEGMENT 35 tallies 0.571 0.200 0.000 0.000
0.231 weighted 0.171 0.060 0.000 0.000
SEGMENT 36 tallies 0.952 0.000 0.000 0.000
0.286 weighted 0.286 0.000 0.000 0.000
SEGMENT 37 tallies 1.000 0.200 0.000 0.500
0.410 weighted 0.300 0.060 0.000 0.050  
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SEGMENT 38 tallies 0.905 0.000 0.000 0.500
0.322 weighted 0.272 0.000 0.000 0.050
SEGMENT 39 tallies 1.000 0.200 0.000 0.500
0.410 weighted 0.300 0.060 0.000 0.050
SEGMENT 40 tallies 0.600 0.000 0.000 0.500
0.230 weighted 0.180 0.000 0.000 0.050
SEGMENT 41 tallies 0.944 0.200 0.000 0.500
0.393 weighted 0.283 0.060 0.000 0.050
SEGMENT 42 tallies 0.826 0.200 0.000 0.000
0.308 weighted 0.248 0.060 0.000 0.000
SEGMENT 43 tallies 0.524 0.200 0.000 0.500
0.267 weighted 0.157 0.060 0.000 0.050
SEGMENT 44 tallies 1.000 0.200 0.000 0.500
0.410 weighted 0.300 0.060 0.000 0.050
SEGMENT 45 tallies 0.619 0.200 0.000 0.000
0.246 weighted 0.186 0.060 0.000 0.000
SEGMENT 46 tallies 1.000 0.400 0.000 0.000
0.420 weighted 0.300 0.120 0.000 0.000
SEGMENT 47 tallies 0.857 0.200 0.000 0.000
0.317 weighted 0.257 0.060 0.000 0.000
SEGMENT 48 tallies 0.762 0.200 1.000 0.500
0.639 weighted 0.229 0.060 0.300 0.050
SEGMENT 49 tallies 0.643 0.200 0.000 0.000
0.253 weighted 0.193 0.060 0.000 0.000
SEGMENT 50 tallies 0.714 0.200 0.000 0.000
0.274 weighted 0.214 0.060 0.000 0.000
SEGMENT 51 tallies 1.000 0.200 0.000 0.500
0.410 weighted 0.300 0.060 0.000 0.050
SEGMENT 52 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 53 tallies 0.889 0.200 0.000 0.500
0.377 weighted 0.267 0.060 0.000 0.050
SEGMENT 54 tallies 0.536 0.200 0.000 1.000
0.321 weighted 0.161 0.060 0.000 0.100
SEGMENT 55 tallies 1.000 1.000 1.000 1.000
1.000 weighted 0.300 0.300 0.300 0.100
SEGMENT 56 tallies 0.905 1.000 1.000 0.500
0.922 weighted 0.272 0.300 0.300 0.050  
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SEGMENT 57 tallies 0.476 0.600 0.000 0.500
0.373 weighted 0.143 0.180 0.000 0.050
SEGMENT 58 tallies 0.381 1.000 0.000 0.500
0.464 weighted 0.114 0.300 0.000 0.050
SEGMENT 59 tallies 0.095 0.200 0.000 1.000
0.189 weighted 0.029 0.060 0.000 0.100
SEGMENT 60 tallies 0.810 1.000 1.000 1.000
0.943 weighted 0.243 0.300 0.300 0.100
SEGMENT 61 tallies 0.905 1.000 0.000 1.000
0.672 weighted 0.272 0.300 0.000 0.100
SEGMENT 62 tallies 0.429 0.600 0.000 0.500
0.359 weighted 0.129 0.180 0.000 0.050
SEGMENT 63 tallies 0.500 1.000 1.000 1.000
0.850 weighted 0.150 0.300 0.300 0.100
SEGMENT 64 tallies 0.667 1.000 0.000 1.000
0.600 weighted 0.200 0.300 0.000 0.100
SEGMENT 65 tallies 1.000 0.400 0.000 0.500
0.470 weighted 0.300 0.120 0.000 0.050
SEGMENT 66 tallies 0.571 0.200 0.000 0.000
0.231 weighted 0.171 0.060 0.000 0.000
SEGMENT 67 tallies 0.619 0.400 0.000 0.000
0.306 weighted 0.186 0.120 0.000 0.000
SEGMENT 68 tallies 1.000 0.400 0.000 0.000
0.420 weighted 0.300 0.120 0.000 0.000
SEGMENT 69 tallies 0.238 0.200 0.000 0.000
0.131 weighted 0.071 0.060 0.000 0.000
SEGMENT 70 tallies 0.714 0.200 0.000 0.000
0.274 weighted 0.214 0.060 0.000 0.000
SEGMENT 71 tallies 0.523 0.200 0.000 0.000
0.217 weighted 0.157 0.060 0.000 0.000
SEGMENT 72 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 73 tallies 0.619 0.200 0.000 0.000
0.246 weighted 0.186 0.060 0.000 0.000
SEGMENT 74 tallies 1.000 0.400 0.000 0.000
0.420 weighted 0.300 0.120 0.000 0.000
SEGMENT 75 tallies 0.429 0.200 0.000 0.000
0.189 weighted 0.129 0.060 0.000 0.000  
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SEGMENT 76 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 77 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000
SEGMENT 78 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000
SEGMENT 79 tallies 0.857 0.000 0.000 0.500
0.307 weighted 0.257 0.000 0.000 0.050
SEGMENT 80 tallies 0.905 1.000 0.000 1.000
0.672 weighted 0.272 0.300 0.000 0.100
SEGMENT 81 tallies 0.881 1.000 0.000 1.000
0.664 weighted 0.264 0.300 0.000 0.100
SEGMENT 82 tallies 1.000 1.000 0.000 0.000
0.600 weighted 0.300 0.300 0.000 0.000
SEGMENT 83 tallies 0.238 0.600 0.000 1.000
0.351 weighted 0.071 0.180 0.000 0.100
SEGMENT 84 tallies 0.333 0.200 0.000 0.000
0.160 weighted 0.100 0.060 0.000 0.000
SEGMENT 85 tallies 0.905 0.200 0.000 0.000
0.332 weighted 0.272 0.060 0.000 0.000
SEGMENT 86 tallies 0.571 0.400 1.000 0.000
0.591 weighted 0.171 0.120 0.300 0.000
SEGMENT 87 tallies 0.809 0.400 0.000 0.000
0.363 weighted 0.243 0.120 0.000 0.000
SEGMENT 88 tallies 0.190 0.200 0.000 0.500
0.167 weighted 0.057 0.060 0.000 0.050
SEGMENT 89 tallies 0.190 0.200 0.000 0.000
0.117 weighted 0.057 0.060 0.000 0.000
SEGMENT 90 tallies 0.095 0.000 0.000 0.000
0.029 weighted 0.029 0.000 0.000 0.000
SEGMENT 91 tallies 0.286 0.400 0.000 0.500
0.256 weighted 0.086 0.120 0.000 0.050
SEGMENT 92 tallies 0.429 0.600 0.000 0.500
0.359 weighted 0.129 0.180 0.000 0.050
SEGMENT 93 tallies 0.429 0.000 0.000 0.000
0.129 weighted 0.129 0.000 0.000 0.000
SEGMENT 94 tallies 0.190 0.000 0.000 0.000
0.057 weighted 0.057 0.000 0.000 0.000  
 
 111 
APPENDIX D 
FORM CHART OF REVISED VERSION 
Form Area Seg. Measure # Description
Exp. FTA 1 1-4.2.1 Theme 1a (Piano), B Major
2 4.2.2-8.2.1 Theme 1a (Cello w/Piano), Violin Ornamentation, ↑ M3
3 8.2.2-12.2.1 Cadential Extension from Theme 1a 
4 12.2.2-17.2.1 Fragmentation of Theme 1a
5 17.2.2-20.2.1 Cadential Material moving by ↓5ths (E-A-D#-G#-C#-F#)
6 20.2.2-24.2.1 Restatement of Theme 1a (Violin, Cello, Piano)
7 24.2.2-28 Theme 1a (Violin, Cello, Piano) ↑ M2, V/V→ V
Trans. 8 29-35.2.1 Material from Theme 1a, V
9 35.2.2-39.2.1 Transformation of material from Theme 1a, I
10 39.2.2-44.2.1 Further transformation of Theme 1a
11 44.2.2-52.1.3 Material from ↓ L3 motive
12 52.1.4-54.3.3 Continuation of prior material from ↓ L3 motive w/rhythmic diminution
13 54.3.4-59.1 Material from Theme 1a with chromatic inflections
14 *58.2.2-62.3.1 Material from Theme 1a with chromatic inflections
15 62.3.2-67 Material from ↑↓ L3 motive and arpeggiation
16 *67.2.2-69.2.1 New material (motive of ↓ 3 ↑ 3 etc.) intersperced with chromatic ↑ L3 motive
17 69.2.2-72.2.1 Material based on ↑ L3 motive
18 72.2.2-75.2.1 Harmonic motion tonicizing D# Major (V of G# minor), Rhythmic slowing
STA 19 75.2.2-79.2.1 Theme 2a (Piano), Accompanimental Strings, D# minor (V of G# minor)
20 79.2.2-83.2.1 Theme 2a (Piano), Accompanimental Strings, G# minor
21 83.2.2-87.2.1 Material from the second half of Theme 2a 
22 87.2.2-91.2.1 Material from the second half of Theme 2a, Transposed ↑ M2
23 91.2.2-95.2.1 Continuation of arpeggiated material from Segments 19-20, moving to V/D# Major
24 95.2.2-100.1.1 Theme 2a (Strings in octaves), Octaves in Strings,Harmonic support by Piano, D# Major
25 100.1.2-106.2.1 Material from 8ve and ↓ L3 motives
26 106.2.2-109.2.1 Cadential material leading into closing material
27 109.2.2-114.1.1 Closing material using ↓L3 and N motion motives, G# minor (to F#7 on repeat: V7/B Major)
Dev. 28 114.1.2-116.1.1(117.2.1) Continuation of closing material using ↓ L3 and N motion motives, Tonicizing B (V/E minor)
29 116.1.2-120 Continuation of closing material using ↓ L3 and N motion motives, Tonicizing B (V/E minor)
30 121-126 Continuation of closing material using ↓ L3, ↓ L4, and N motion motives, Tonicizing E minor  
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Form Area Seg. Measure # Description
31 127-130 Material from N motion motive with chromatic inflections, Arpeggiation by Piano
32 131-136 Condensed material from N motion motive with chromatic inflections
33 137-142.1.1* Material from Theme 1a (Violin) with chromatic inflections
34 *142-148.2.2.1 Material from Theme 1a (Cello) with chromatic inflections, ↓ L4 motive by Strings
35 148.2.2.2-154.1.2* Chromatic material using N motion, ↓ L3, and ↓ L4 motives
36 *154.1.1-156 Continuation of chromatic material using N motion, ↓ L3, and ↓ L4 motives (Violin and Piano)
37 157-161 Continuation of chromatic material using N motion (Piano), Strings rhythmic contraction on G (V/C major)
38 162-166.2.1 Material from Theme 1a (Strings), C (V/F minor), End of segment based on ↑↓ L3 motives
39 166.2.2-171.1.2 Material from ↑↓ L3 and N motion motives
40 171.2-174.1.2 Continuation of material from ↑↓ L3 and N motion motives
41 174.2.1-180.2.1 Continuation of material from ↑↓ L3 and N motion motives, Violin motion by descending 3rds
Rec. FTA 42 180.2.2-184 Hamonic transition D#7 (V of G# minor)
43 185-188.1.1* Material from Theme 1a, G# minor to C# (V7 of F# Major)
44 *187.2-192.2.1 Altered verison of Theme 1a (Strings), F# Major to B Major (V-I), N motion motive
45 192.2.2-196.2.1 Theme 1a (Strings) ↑ M2, V/V→ V, N motion motive continues
46 196.2.2-200.2.1 Theme 1a (Piano, Cello), B Major, N motion motive continues
47 200.2.2-205.2.1 Theme 1a (Piano, Cello), B Major, N motion motive continues
Retr. 48 205.2.2-211.1.1 Transitional Material based on Theme 2a with  ↑↓ L3 and N motion motives, to B minor
49 211.1.2-214.2.1 Transitional Material based on Theme 2a with  ↑↓ L3 and N motion motives, to B minor
STA 50 214.2.2-218.2.1 Theme 2a (Strings, then Piano)
51 218.2.2-222.2.1 Theme 2a (Strings, then Piano), Transposed ↑ M2
52 222.2.2-226.2.1 Material from the second half of Theme 2a (Strings)
53 226.2.2-230.2.1 Material from the second half of Theme 2a (Strings), Transposed ↑ M2
54 230.2.2-234.2.1 Continuation of arpeggiated material from Segments 48-49, moving to V/B minor
55 234.2.2-239.1.1 Theme 2a (Strings in octaves), Octaves in Strings,Harmonic support by Piano, D# Major
56 239.1.2-244 Material from 8ve and ↓ L3 motives
57 245-248.2.1 Transition back to B major (Cadence V-I)
58 248.2.2-253.1.1* Material from ↑↓ L4 and N motion motives
59 *253-255.2.1 Material from ↑↓ L4 and N motion motives
Coda 60 255.2.2-258 Tranquillo, Fragmentation of Theme 1a (Cello, then Violin)  
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Form Area Seg. Measure # Description
61 259-265 Continued fragmentation of Theme 1a (Cello, then Violin), ↑m3, Violin begins elaborated ↓L4 motion
62 266-270.2.1 Violin continues elaborated ↓ L4 motion, Contrary motion (Cello)
63 270.2.2-276.2.1 Poco rit., Material from Theme 2a
64 276.2.2-282.2.1 A tempo ma sempre sostenuto, Contiuation of material from Theme 2a, V
65 282.2.2-289 Harmonic conclusion (I-IV-I)  
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 DOMAINS Motives Rhythm Harmony Orchestration
WEIGHTS 0.300 0.300 0.300 0.100
SEGMENT 1 tallies 1.000 1.000 1.000 1.000
1.000 weighted 0.300 0.300 0.300 0.100
SEGMENT 2 tallies 0.857 1.000 1.000 0.500
0.907 weighted 0.257 0.300 0.300 0.050
SEGMENT 3 tallies 0.429 0.600 0.000 0.500
0.359 weighted 0.129 0.180 0.000 0.050
SEGMENT 4 tallies 0.286 1.000 0.000 0.500
0.436 weighted 0.086 0.300 0.000 0.050
SEGMENT 5 tallies 0.095 0.200 0.000 1.000
0.189 weighted 0.029 0.060 0.000 0.100
SEGMENT 6 tallies 0.810 1.000 1.000 1.000
0.943 weighted 0.243 0.300 0.300 0.100
SEGMENT 7 tallies 0.905 1.000 0.000 1.000
0.672 weighted 0.272 0.300 0.000 0.100
SEGMENT 8 tallies 0.429 0.600 0.000 0.500
0.359 weighted 0.129 0.180 0.000 0.050
SEGMENT 9 tallies 0.500 1.000 1.000 1.000
0.850 weighted 0.150 0.300 0.300 0.100
SEGMENT 10 tallies 0.667 1.000 0.000 1.000
0.600 weighted 0.200 0.300 0.000 0.100
SEGMENT 11 tallies 0.952 0.400 0.000 0.500
0.456 weighted 0.286 0.120 0.000 0.050
SEGMENT 12 tallies 0.571 0.200 0.000 0.000
0.231 weighted 0.171 0.060 0.000 0.000
SEGMENT 13 tallies 0.714 0.400 0.000 0.000
0.334 weighted 0.214 0.120 0.000 0.000
SEGMENT 14 tallies 1.000 0.400 0.000 0.500
0.470 weighted 0.300 0.120 0.000 0.050
SEGMENT 15 tallies 0.857 0.200 0.000 0.000
0.317 weighted 0.257 0.060 0.000 0.000
SEGMENT 16 tallies 0.310 0.200 0.000 0.000
0.153 weighted 0.093 0.060 0.000 0.000
SEGMENT 17 tallies 0.476 0.200 0.000 0.000
0.203 weighted 0.143 0.060 0.000 0.000
SEGMENT 18 tallies 0.429 0.200 0.000 0.000
0.189 weighted 0.129 0.060 0.000 0.000
APPENDIX F  
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SEGMENT 19 tallies 0.810 0.000 0.000 0.000
0.243 weighted 0.243 0.000 0.000 0.000
SEGMENT 20 tallies 0.667 0.000 0.000 0.000
0.200 weighted 0.200 0.000 0.000 0.000
SEGMENT 21 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000
SEGMENT 22 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000
SEGMENT 23 tallies 0.286 0.000 0.000 0.000
0.086 weighted 0.086 0.000 0.000 0.000
SEGMENT 24 tallies 0.381 0.200 0.000 0.000
0.174 weighted 0.114 0.060 0.000 0.000
SEGMENT 25 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000
SEGMENT 26 tallies 0.476 0.200 0.000 0.000
0.203 weighted 0.143 0.060 0.000 0.000
SEGMENT 27 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 28 tallies 0.429 0.200 0.000 0.500
0.239 weighted 0.129 0.060 0.000 0.050
SEGMENT 29 tallies 1.000 0.200 0.000 1.000
0.460 weighted 0.300 0.060 0.000 0.100
SEGMENT 30 tallies 1.000 0.200 0.000 1.000
0.460 weighted 0.300 0.060 0.000 0.100
SEGMENT 31 tallies 0.357 0.200 0.000 0.000
0.167 weighted 0.107 0.060 0.000 0.000
SEGMENT 32 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000
SEGMENT 33 tallies 1.000 0.200 1.000 0.000
0.660 weighted 0.300 0.060 0.300 0.000
SEGMENT 34 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 35 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000
SEGMENT 36 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000
SEGMENT 37 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000  
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SEGMENT 38 tallies 1.000 0.400 0.000 0.500
0.470 weighted 0.300 0.120 0.000 0.050
SEGMENT 39 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 40 tallies 0.857 0.000 0.000 0.000
0.257 weighted 0.257 0.000 0.000 0.000
SEGMENT 41 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 42 tallies 0.190 0.200 0.000 0.000
0.117 weighted 0.057 0.060 0.000 0.000
SEGMENT 43 tallies 0.857 0.000 0.000 0.500
0.307 weighted 0.257 0.000 0.000 0.050
SEGMENT 44 tallies 1.000 0.600 0.000 0.500
0.530 weighted 0.300 0.180 0.000 0.050
SEGMENT 45 tallies 1.000 0.800 0.000 0.500
0.590 weighted 0.300 0.240 0.000 0.050
SEGMENT 46 tallies 1.000 0.800 1.000 1.000
0.940 weighted 0.300 0.240 0.300 0.100
SEGMENT 47 tallies 1.000 1.000 0.000 1.000
0.700 weighted 0.300 0.300 0.000 0.100
SEGMENT 48 tallies 1.000 0.200 0.000 0.000
0.360 weighted 0.300 0.060 0.000 0.000
SEGMENT 49 tallies 0.381 0.000 1.000 0.000
0.414 weighted 0.114 0.000 0.300 0.000
SEGMENT 50 tallies 0.667 0.000 0.000 0.000
0.200 weighted 0.200 0.000 0.000 0.000
SEGMENT 51 tallies 0.762 0.000 0.000 0.000
0.229 weighted 0.229 0.000 0.000 0.000
SEGMENT 52 tallies 0.905 0.000 0.000 0.500
0.322 weighted 0.272 0.000 0.000 0.050
SEGMENT 53 tallies 0.905 0.000 0.000 0.500
0.322 weighted 0.272 0.000 0.000 0.050
SEGMENT 54 tallies 0.571 0.000 0.000 0.000
0.171 weighted 0.171 0.000 0.000 0.000
SEGMENT 55 tallies 0.238 0.000 0.000 0.000
0.071 weighted 0.071 0.000 0.000 0.000
SEGMENT 56 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000  
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SEGMENT 57 tallies 0.238 0.200 0.000 0.000
0.131 weighted 0.071 0.060 0.000 0.000
SEGMENT 58 tallies 1.000 0.000 0.000 0.000
0.300 weighted 0.300 0.000 0.000 0.000
SEGMENT 59 tallies 0.571 0.000 0.000 0.000
0.171 weighted 0.171 0.000 0.000 0.000
SEGMENT 60 tallies 0.571 0.800 0.000 0.500
0.461 weighted 0.171 0.240 0.000 0.050
SEGMENT 61 tallies 0.619 0.600 1.000 0.500
0.716 weighted 0.186 0.180 0.300 0.050
SEGMENT 62 tallies 0.571 0.000 0.000 0.500
0.221 weighted 0.171 0.000 0.000 0.050
SEGMENT 63 tallies 0.190 0.000 0.000 0.000
0.057 weighted 0.057 0.000 0.000 0.000
SEGMENT 64 tallies 0.714 0.000 0.000 0.500
0.264 weighted 0.214 0.000 0.000 0.050
SEGMENT 65 tallies 0.548 0.000 0.000 0.000
0.164 weighted 0.164 0.000 0.000 0.000  
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